ia 9”. îi Le e, 
i IC: Ai Do. Sg: a; % 


' 
% 
] 
LI 
CU 


LE 


i ET IL si_ei- a - « si pi îi; CI » Și îi sii ai: pisi 
5 Ş =" = —— i BE, 

| mi Jia la 
aa" 9 “Si s d, %, e, ., LL * IER i TE - pi şi ai ei m e; PI pusi “a 


si i 




















TE E E AI 


a Li iidnd mă i y AN E gti 


e 


Ț.. 








SI ş 
| | 





ma. (E ET i — he i d Pia iti dia 
| d: va 


ha DE a AA E 


e EU 





18149 dale 


pa 








i, LE TI i-a, ba; Ai wi u a .. eri IEȚ i - si-i % nd Ș, di a; i. A E 


ă (e ) i | "a 4 


TE RTR Dică - 00 A aj 3, vi PI LII) h a . -. Pp ră 
rai N e _ pi LE Sa. | Dn ru 












N, 00, iu e SIR = o. stu Bz . 
SK DI mă ue LL La stau . 









THE GLORY OF 
BYZANIIUM 


: . ; L IL FE S- i ze 
gal ian a III as >: 


i 


i | pr 








pa 


Art and Culture of the Midale Byzantine Era 
A.D. 643—1261 


Edited by Helen C. Evans and William D. Wixom 


The Metropolitan Museum of Art, New York 
Distributed by Harry N. Abrams, Inc., New York 


This publication îs issued in conjunction with the exhibition 
“The (alor: of Byzantium; held at he Metropolitan Muscum 
ot Art, New York, from March 11 through July 6, 1907. 


The exhibition was organized by The Metropolitan Museum 
Of Art, New: York. 


The exhibition 15 made possible by ALPHA BANKING GROUP. 
Sponsorship is provided by GITIBANC. 
Support is prowded by PAPASTRATOS SA. 


Additional assistance has been recemed trom he Naticmal Fndow ment tor the 
Humanitries, the FuADATIOR FOR HEILEAII: CUIUTRE, MARINGPOULOS GROUP, 


HALYYOURGIKI INC., Constantine Angelopoulos and Mrs. Yeli Papayannopoulou, 


and anonymeuts donors. An idemnity has been granted by the Federal Council 
on the Arts and che Elumari tes. 


The catalogue accompanțing the exhibition 1s made possible in 


part by The Hagop kevorkian Fund. 


Copyright £ 1997 The Metropolitan Museum of Art, New York 


Published by The Wictropolitan Museum of Art, New York 
John P O'Neill, Editor n Chief 

Emily Walter and Kathleen ] Lovard, with the assistance af 
Niargaret Donovan, Editors 

Bruce Campbell, Designer 

Gwen Roginsky and Chris Zichello, Production 

Robert Weisberg, Computer Specialist 

Alanik YY. Skarstrom, with the assistance of Penny Jones, 
Biblhographers 


The color photographs in this volume, unless othersise indicated, 
were made in Greece, Turkey, Egmpt, Italy, Bulgaria, Hungary, 
Greorpia, Ukraine, and the Russian Federauon bv Bruce fute, 
Upper Wiontelair, New Jersey. 


New photography of objecrs in the collection ot The Metropohtan 
Museum of Art by Qi-Cheong; Lee and Patricia Mazza, Lhe 
Photograph Studia, The Metropolitan Museum of Art, 


Phaotographs of objects trom The State Hermitage are € 1997 
The State Hermitage, Saint Petersburg 


Map design: American Custom maps, Albuquerque, New Mexico 


'lspeset in Galliard by Professional Graphics, Rockford, Illinois 
Printed on Albamatte 135g5m 

Color separations and duotenes bv Professional (sraphics, 
Rocktord, Illinois 

Printed by Julio Soro Impresor, S.A.. Madrid 

Bound by Encuadernacaân Ramos, S.A., Madrid 


LIBRARY OF (ONGRESS (.ALALOGING-IN-PUBLICATION LATA 


The glory ot Byzantium : art and culture of the Middle Byzantine era, 
A.D. 8431201 / edited by Helen C. Evans and William D. Wixom. 
p. cm. 

Catalogue accompanving an exhibition at the Metropolitan 

Museum ot Art from March 11 through July 6, 1997. 

Includes bibhographical references and index. 

ISBN 0-47099-777-7 (hu), — ISBN 0-87099-778-5 (pbk.) — 

ISBN O-8109-6$07-0 (Abrams) 

I. Art, Byzamine—Exhibitions. I. Evans, Helen C. IL. Wixom, 
Wulham D. II]. Metropohtan Museum of Art (New York, N.Y.) 
NG250.G53 1997 9G-44584 
7043 02 14074747 1 — CZ CIR 


Țacket silustration 

Book cover with Christ Pantokrator and the Virgin Orans, 
Byzantine, lare rorh—early nth century. Biblioreca Nazionale 
Marciana, Venice (cat. no. 41) 


Frontisptece 

Lectonary jeaf vath the Evangelist Mark, Byzantine (Constantinople), 
late roth—early zith century. Walters An Gallery, Baltimore 

(cat, No. 57) 


Illustration oppostte Statement bv the Ecumenical Patriei 
Icon with the Virgin Pammakaristos (detail). Mosaic, mid-uth 
century. The Patriarchal Church of Saint George, Istanbul 


Îilustration opposite page 1 

Icon with Moses before the Burning Bush, Byzantine (Mount 
Sinai), early 13th century, The Holy Monastery ot Saint Catherine, 
Sinai, Egypt 


IHustration opposate page 309 

The Liturgical Hunulies of Saint Gregorv of Nazianzos, Byzantine 
(Constantinople), ca. 1150, The Holy Monastery of Saint Cathenne, 
Sinai, Egypt 


CONIENIS 


Statement by the Ecumenical Patriarch Of the 
Orthodox Christtan Church 


Sponsors” Statements 
Directors Foreworă 

Preface 

Achnowledginents 

Lenaers to the Exhibition 
Contributors to the Catalogue 


Map: Byzantium and Its Neighbors, A.D. 843-1207 


BYZANTINE SOCIETY AND 
CIVILIZATION 
Speros P. Vryonis, ]r. 


RELIGIOUS ORGANIZATION AND 
CHURCH ARCHITECTURE 

Thomas F. Mathews 

Catalogue numbers 1-40 


MANUSCRIPTS 
Jeftrey C. Anderson 
Catalggue numbers 41-04 


POPULAR ÎMAGERY 
Annemaric Weyl Carr 
Catalogue numbers 65—136 


IMAGES OF THE COURT 
Henry Maguire 


SECULAR ARCHITECTURE 
Robert G. Ousterhout 
Catalogue numbers 137-147 


LUXURY OBJECTS 
Toli Kalavrezou 
Catalogue numbeys 148-178 


CERAMIC ARTS OF EVERYDAY LIFE 
Eunice Dauterman Maguire 
Catalggue numbers 179-192 


VII 
VLIL 
XiLi 

XV 

XVII 
XXI 


XAY 


20 
36 


82 
88 


II2 
11% 


182 


192 


29050 


218 
224 


254 
2$8 


CHRISTIAN NEIGHBORS 
Helen C. Evans 


KIEvAN RUS) 
Olenka Z, Peyny 
Cataiague numbers 193-219 


THE BULGARIANS 
Joscph D. Alchermes 


Catalogur numbers 220-229 


THE GEORGIANS 
$. Peter Cowe 
Catalogue numbers 230-—237 


THE ARMENIANS 
Helen (. Exans 
Catalogue numbers 233-243 


CHRISTIANS IN THE ISLAMIC EAST 
Thcelma K. Lhomas 
Catalogue numbers 244-257 


CRUSADER ART 
Jaroslay Folda 
Catalogue numbers 258-208 


BYZANTIUM AND THE ISLAMIC PAST 


Priscilla Soucek 
Catalogue numbers 200—289 


BYZANTINE ART AND THE 
LATIN WEST 

William D. Yixom 

Catalgguz numbers 290-344 


Notes to the Essays 
Bibltography 
Glossary 

Index 


272 


280 
2585 


320 
3126 


336 
342 


350 
3560 


388 
392 


402 
412 


434 
450 


$IO 
$22 
360 
563 


m ri 
E Da 
: m |. 


PA TA barete br: 
Pet a e m e PET Mar or aiurea, 


E i 
L P SEI z za 
“ E i 
“af 
i 55 h 
ă | ij 


Ly | 
7 să 
= ă [| ini 


STAR 


FI 
ră 


Ep 


Î 
Î 
= 
5 
: Fp 
- . 
| "Sima | 
. 1 
[> Î x: 
mm 
L, 


pp au ia i"  — 

af e a 

LA 2 erai ae et 

a = PE. Pe ar 
0 ie 

i E] 4 ay pa) 


: = 
pita în 
mă 





+ / + + 
ITS) (UTA) (SU STR US 


pie COCA CA Rp 123 
i 0 feo) corrile  Voiă E / 
ua 
TG 'EvriuoroTp Kkbpiu Philippe de Montcbello, 
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Xp!6T0». 
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ka" Noeufpio» E. Ypeuuaroc rii DueTEpas OYORITIIG 
'EVTULOTNTOG nepi Tic vro To “Metropolitan Museum of 
Art? &voAnbbeioNg FPOETOLUOGAS TO KUTOAOYOV Tie 
onovâoiac Ekdeoeuc, Tiic GHOLOG Tv 2poo0Now Ev 1 
OVIXpOvp ocup Evyere tvadofeL, DTOL TOD drevvOov 
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AND ECUMENICAL PATRIARCH 


The Most Honorable Philippe de Montebello, Director of 
The Metropolitan Museum of Art: Grace and peace trom 
God the Father and our Lord Jesus Christ. 


Wirh great joy we lcarned from your letter of November 21, 
1995, rost honorable and beloved sir, that The Metropolhtan 
Museum of Art is preparing a cataiogue for the important 
exhibition most appropriately titled “The Glory of Byz- 
antium. This exhibition will undertake to cultivate the unin- 
terrupted spiritual beauty of Middle Byzantine civilization in 
the modern world. 


We are pleased to respond to your kind request bearing as we 
do the greatest honor and responsibility of being a humble 
successor to this spiritual glory in various ways, either by 
inspiring or by supporting, the heritage of Eastern Christian 
spirituality. In a spirit of thanksgiving, congratulations, and 
blessings, we consider it a particular honor and privilege to 
address by way of our Patriarchal Letter all ot you who are 
sharing; in this monumental task. 


We do not doubt that the selected essays compiled by such 
distinguished scholars describe the history and the immortal 
value of every item on exhibition, From the depth of our 
Patriarchal heart, we bless this endeavor and once again 
express our congratulations and profound appreciation while 
wholeheartedly bestowing upon you our paternal and 
Patniarchal blessing. 
January 20, 1996 
Your fervent supplicant before (rod, B(artholomew) 
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SPONSORS STATEMENIS 


“The Western world owes an immeasurable cultural debt to a civilization which 
alone preserved much ot the heritage ot Csreek and Latin antiquity during these dark 
centuries when the lghts of learning in the Vest were almost extinguished” So 
wrote Lord Norwich in the epilogue to his trilogy on the Byzantine Empire. “The 
Glory of Byzanrium” provides a uniquc opportunity to explore both the extraordi- 
nary radiance of the empire at its apogee and the deep-rooted influence it has had on 
Orthodox Christians throughout the centunes down co the present day, 

The exlubiuon also provides the opportunity for Alpha Banking Group to develop 
relationships in the United States, where its presence îs felt through its administra- 
ton with a wide range ot correspondent banks. We are exceptionally pleased to be 
assoclated with this historic exhibition, in particular because it marks the first time 
that the Group has in America participated in the realization of such an event. 

By its support for “The Glory of Byzantium,” Alpha Banking Group thus fulfills 
both its corporate role and its commitment as a patron of the arts. 


Yannis $. Costopoulos 


Chairman 
Alpha Banking Group 
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Cinibank is honored ro join The Metropolan Museum of Art in presenting 
“The Glory ot Byzantium.” The sponsorship of this major exhibition by Citibank, a 
New York-based global financial institution and a worlâmde supporter of arts pro- 
grams, is especially appropriate. Citibank currently operates in most of the countries 
represented in the exhibition, which covers Greece, Turkey, North Africa, parts of 
the Middie East, and Central and Eastern Europe. It 15 wath great pride that our 
employees in these countries join with us to bring you these masterpieces, which 
date from one of the great artistic eras, 

On behalf ot Citibank, and its employees around the world, I hope that you will 
share our dehghr in the magnificence and lasting importance of “The Glory of 
Byzantium” 


William R. Rhodes 
Yuce Chairman 
Citicorp/Citibank 
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It 15 both a pleasure and an honor for Papastratos S.A. Greece 
to offer substantial assistance to The Metropolitan Museum 
ot Art for its realzation of an event of such magnitude and 
importance, 

And it is with great pride that we, together vith other, fellow 
Hellenes, support this display of treasures of Byzantium, an 
integral part ot our national heritage. 


Tasso Averoff 
Vice Chairman of the Board and 
Managing Director of Papastratos S.A, 
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The Foundat:on for Hellenic Culture is pleased to join The 
Metropolitan Museum of Art in celebrating the Second 
Golden Age of Byzantium, a glorious period in the history of 
a culture based on Greek language and learning and 
Orrhodox Christianity. 

As the purpose ot the Foundation îs to promote and dissem- 
inate Greek language and culture outside Greece, we are hon- 
ored to sponsor the educational programs that accompany this 
exhubirion and we congratulate the Metropolitan Muscum for 
bringing, to the public an awareness of this high point in the his- 
tory of the Byzantine Empire. 


Adamantios Pepelasis 
President 
The Foundation for Hellenic Culture 


After more than a century of grourh and development, the 
Marinopoulos Group is now in a position to ofter social ser- 
vices and to provide assistance to cultural efforts that reflect 
the cultural heritage ot Greece. It :s within this context that 
we have expanded our social and culrural interests and have 
chosen to offer our support to this great exhibition, “The 
Glory of Byzantium.” 

Byzantium was a cultural crossroads, Lt 15 where the classical 
age converged with the Enlightenment of Western Europe. It 
was the bndge between eastern culture and classicism. And it 
was the cradle of modem European crilization. 

For the Maninopoulos Group it has been a privilege ro prowide 
support to The Metropolian Museum of Art in presenting, an 
exhibition of such far-reaching cultural and historic signifigance. 


Dimitri Marinopoulos, Dr. S. 
Chairman 
The Marinopoulos Group 


Our involvement în cultural activities, and especially our 
interest in the Byzantine era, which has led to aur active sup- 
port of the restoration of historical churches, has prompted 
us to co-sponsor “The Glory of Byzantium.” 


Constantine Angelopoulos 
Yeli Papayannopoulou 


Haiyvourgik: Inc. in accordance with its industrial and busi- 
ness activities, has supported countless cultural, historical, 
religious, and local community programs, with a particular 
concern for national issues, 

The most important contriburions made by our co-founder 
and honorar chairman, Panagiotis Angelopoulos, include 
those for the reconstruction of the Ecumenical Patriarchate in 
1989 alter its destrucuon by fire in 1941, the restorauon of the 
Church of Saint George, and the completion of the Phanar 
Library in 1993. 

The efforts of Halyvourgiki Inc. on behalf of programs that 
focus on the Byzantine era have also been considerable. In 
Greece it has financed the restoration of many historically 
important Byzantine churches, and it gives us great pleasure 
to offer our support to this historic exhibition. 


Constantine Angelopoulos 
Chairman 
FHalyvourgtki Inc. 
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DIRECTOR SS FOREWORD 


The Metropolitan Museum of Art is proud to present “The 
Glory of Byzantium. the first exhibition to focus exclusively 
on the Second Golden Age— the crițically important medieval 
era —0f the Byzantine Empire. Iwenty years ago the Museum 
explored the early centuries of Byzantium's history in the 
landmark exhibition “Age of Spirituality.” As I wrote then in 
the introduction to the catalogue, it was a “didactic exhbi- 
tion of the highest quality; a combination of the beauty of 
the relatively unfamiliar with che intellectual revelation of an 
extraordinary era. 

We now present sirnilar :nsights into the art and culture of 
the subsequent Middle Byzantine era (8343-1261) through the 
asscmbiy of a remarkable number of works of the highest 
artistice and cultural standards. “The Cilory ot Byzannum” 
explores the role of the richly multiethnic empire during the 
centuries in which, as a world power, it influenced, convert- 
ed, gained, and lost territories as diverse as Ricvyan Rus, 
Bulgaria, Georpia, Armenia, Syria, the Holy Land, Egypt, 
Cyprus, Sicily, South Italy, and the Veneto, while at the same 
time it set a standard of artistic excellence for Christian king- 
doms in the Latin West and for Islamic states in the Near 
East. 'Lhe exhibition opens with the resurgence of the empire 
after the resolution in 843 ot the Iconoclastic controversy and 
closes with the end of the empire's role as a world power— the 
Latin occupation et its capital, Constanunople, from 1204 to 
1261. The focus on these centuries draws attention to the crit- 
ical importance of this era in which Byzantiurs “giory” led 
to the spread of Byzantine Orthodoxy throughout Eastern 
Europe, a cultural event of lasting, importance, 

The exploration of the complex relations between Byzantium 
and its ne:ghboring states, the Islamic East and the Latin 
West, during this specific era of its history differs from other 
recent exhibitions on the empire. “Byzancey at the Louvre in 
1992, “Byzantium: Treasures of Byzantine Art and Culture)” ar 
the British Museum în 1994, and “Byzantium: Late Antique 
and Byzantine Art in Scandinavian Collections, in Copenhagen 
in 1996, each focused on Byzantium's entire history from its 
founding, in 330 (with the transfer of the capital of the Roman 
Empire to Constantinople) through Constanunople's fall to 
the Islamic Ottoman Empire în 1453. Each was lhmited to 
works of art available from national and local collections. In 
contrast, “The Glory of Byzantium” gathers rogether works 
from 119 collections in rwenty-four countries to present the 
breadth ot the empire's art and culture and its interaction 
with neighboring; states within a more restricted period. 


The Metropolitan Museum is profoundly grateful for the 
generosity of the many museums, iibraries, and private col- 
lectors in Europe and the Near East in granting the loan of 
major works of art that collectively make this an exhibition of 
such international significance. Such an array of splendid 
objects, many of which have never traveled before, has enabled 
the Metropolitan to re-create the “glory” of the medieval 
Byzantine era through a dazzling display ot gold and silver 
Hturgical objects, jewelry, mories, enamels, icons, and other 
richly fabricated pieces. We very much appreciate the excep- 
tional support offered to the exhibition by the Ministries of 
Culture of Bulgaria, Egypt, fareece, Italy, the Russian 
Federation, Syria, Turkey, and Ukraine. Each of these coun- 
tnes, together with (prus and Creorgia—all states closely 
linked culturally and historically to che empire— have gener- 
ously lent superb works of art representng their cultural con- 
nections to Byzantium. 

Many church treasures, both within and near the borders 
of the former empire and from the Larin West, have lent ro 
the exhibition. Magnificent loans from three monastic com- 
plexes associated with imperial Byzantine foundations are 
included. For the frst time in their lustory the sixth-century 
Holy Monastery ot Saint Catherine at Sinai, Egypt, and the 
Georgian Holy Monastery ot Iveron on Mount Athos have lent 
from their collections. The Holy Monastery of Saint John the 
Theologian on Patmos has lent to our exhibition, as it did to the 
outstanding Byzantine exhibition in Athens in 1964, “Byzantine 
Art: A European Art” fe are especially honored by the support 
that this exhibition has received from The Ecumenical Patriarch 
Bartholomew of Constantinople, now Istanbul, Turkey. 

We wish to extend our thanks and gratitude ro so many 
people for their timeiy assistance in regard to “The Giory of 
Byzantium” that a special extended list of acknowledgments 
follows. Nevertheless, 1 must single out here for special 
recognition Mahrukh Tarapor, Associate Director for Exhi- 
bitians, for her diplomacy and persistence over several years 
in securing many critical loans and for initiating a new period 
of collaboration berween the Metropolitan and such coun- 
tries as Ukraine, Bulgaria, Georgia, Cyprus, and Syria. ] also 
want to praise the two Metropolitan curators who have so 
ably estabhshed the intellectual foundation and scholarly 
framework of the exhibition and its accompanying cata- 
logue, William D. Wixom, Michel David-Weill Chairman of 
the Department of Medieval Art and The Cloisters, and 
Helen C. Evans, Associate Curator of Early Christian and 
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Byzantine Art. În addition, ] sincerely applaud all those with- 
in the Museum who have worked on this exhibition and its 
catalogue for their invaluable contnbutnons to this complex 
undertaking, 

An exhibition of this scale cannot be presented without 
generous financial backing. Ye are especialiy indebted ro che 
Alpha Banking Group and its chairman, Yannis S$. Costopoulos, 
for their distinguished and principal sponsorship. We are aiso 
grateful to Citibank, and its vice chairman, Wilham R. Rhodes, 
and. its president, Dimitris Krontiras, for major financial support, 
and to Papastratos $. A. and 1ts vice chairman and managing direc- 
tor, Tassos Papastratos, and its managing director, Tasso Averofi. 
Additional assistance for the exhibition was recered from the 
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Narional Endowment for the Humanities; the Foundation for 
Hellenic Cuiture through the president of the executive board, 
Adamantios Pepelasis; the Marinopoulos Group through its 
chauwman, Dimitri Maninopoulos; Halyvourgiki Inc. and its chaur- 
man, Constanune Angelopoulos; Mrs. Yeli Papayannopoulou, 
and anonymous donors. An indemnity has been granted by 
the Federal Council on the Arts and the Humarities, And for 
its contribution to the catalogue accompanying, the exhibi- 
tion, we are grateful to The Hagop Kevorkian Fund. 


Piulippe de Montebelio 
Director 
The Metropoltan Museum of Art 


PREFACE 


Just as the infiuences of modern empires can be traced far 
beyond their borders by the hegemony of their artistic tradi- 
tions, the art of Byzantium attests to the full range of its polit- 
ical and cultural power. “The Glory of Byzantium” focuses on 
the four centuries that embrace the second preat era of 
Byzantine culture (8437-1261). To demonstrate the important 
role of Byzantium during, this era, the exhibition and the 
accompanying catalogue explore four interrelated themes: 
the religious and secular cultures of the Byzantine Empire 
during, i1s Second Golden Age, the empire's interactions with 
its Christian neighbors and rivals, its relations with the 
Islamic East, and its contact with the Latin West. More than 
350 objects have been assembled to present a significant selec- 
tion af the most outstanding works of art that survive from 
the empire and from the countries that constitute its extended 
sphere of influence. 

The catalogue brings together fifty-nine scholars and art 
histonans, most of them working, in America, to explore the 
complex currents of Byzantine civilization. A historical 
overview of the period sets rhe context for the study of its art 
and culture. Byzanţium's religious and secular spheres, 
although closely intertwined, are presented separately in 
order to recognize the power and influence oi its Church, still 
alive today, and of the state, now a memory. The religious 
sphere—always central and privileged in Byzantium — 
is explored in both the public and the private domain, 
Monumental reliefs, architectural elements, mosaics, and 
frescoes coming, from many regions of the empire define the 
interiors of Middle Byzantine churches, Chalices, patens, and 
religious manuscripts represent the liturgy of the Church in 
these key centuries of its independent development. The pop- 
ularity of che same religious images among all classes of soci- 
ety 1s explored in works ranging from mnonumentai wall 
decorations to delicate objects of personal veneration. 
Religious images popularized during the era, such as the 
Anastasis (the Descent of Christ into Hell) and the Koimesis 
(the Dormitton of the Virgin), are included in a variety of 
forms. Icons, of special importance in the centuries that 
directly tollowred che Iconoclastic controversy, arc presented 
in all media, from grand pane! paintings for public worship to 
smail images for personal use. 

Thc power of the Byzantine court as its armies both gained 
and lost vast territories îs shown in imperial portraits of figures 
whose rigidly formal poses and elaborate robes of state reflect 
the confidence and wealth of the empire. Superbly worked 


secular objects display the standard of clegance for which 
Byzantium was widely enwied. Continuing interest in the arts 
and sciences of Late Antiquity 15 shown through objects that 
draw upon the classical tradirion,. 

Byzantium was a rich, complex, multiethnic society. To 
counter the perception of the empire as a monolithic culture 
and ro mark our the vast area that came under its influence, 
the second section of the exhibition recognizes the culturai 
integrity of its many Christian neighbors. Byzantine objects 
known to have been in these remons during the Middle 
Byzantine centuries have been included along vith items of 
local production in order to suggest sources of Byzantine 
inspiration. Many works of art in this section and the two 
that follow repeat specific images and techniques familiar 
from the preceding Byzantine section. Special emphasis 15 
placed on the acceptance of Christianity by the Slavic peoples 
through works from Bulgaria and Kievan Rus” (now within 
the territories of Ukraine, Belorus; and the Russian Federatian), 
since the conversion of the Slavs is arguably the most 
significant lasting, achievement of the Second Golden Age, 
The empire's relationship to other Christian peoples to the 
east and south--the Georgians and Armemans and those 
Christians surviving, in the former imperial territories lost ro 
Islam—are depictred in manuscripts, metalwork, and frescoes. 
Examples of the empire's interaction with the Crusader king- 
doms estabhshed in Islamic terntories introduces the com- 
plex issue of Byzantine refations with the West, 

Byzantine connections to the Islamic world should nor be 
thought of as limited to the Christian communities în Islamic 
lands. The prestige ot the imperial court in (-onstantinople 
set a standard that was emulated and rivaled by the great 
courts of the East, and these were, in turn, the only royal 
houses with the wealth and power to inspire admiration and 
envy among the Byzantines. he exploration of artistic con- 
nections between Byzantium and specific Islamic states 
recognizes the empires gcographical position as a locus 
berween the Islamic East and the Latin West; the inclusion of 
Islamic works in the exhibition will, it is hoped, encourage 
further research on zhis relatively unexamined arca of art 
history. 

The final section addresses the cultural exchange between 
the Latin West and Byzantium during the Second Golden 
Age, Byzantine works of art known to have been in the West 
during these centuries are juxtaposed with objects of local 
production that reflecte their influence. The peaceful export of 
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Byzantine culture as well as its forceful expropriation îs pre- 
senred. As in the Islamic section, cultural interaction is explored 
on the basis of specific works. Artention is given to the long- 
estabhshed connections between Byzantine society and Italy, 
especially in the south, which was nominally part of the 
empire for much ot this period, and the Veneto, 

Scandinavia's role in the spread of Byzantine culture 15 
introduced. Thc extended contact between Byzantium and 
Crermanic lands 15 considered through works ot art linked to 
the Ottonian court, papal diplomacy, and Crusader loot, And 
the regions of the present-day countries of Hungary, France, 
England, and Spain are shown to have had artistic contacts with 
the empire. Fhrough this exploration of Middle Byzantine art 
and culture and its dialogue wath its Christian neighbors, the 
Islamic East, and the Latin fest, “The Glory ot Byzantiurn” pro- 
vides a comprehensive picture of the importance of the Second 
Golden Age of the empire in its own time and for centuries to 
COME. 

As co-curators of the exhibition, we wish to reiterate our 
profound apprecianon, oftered elsewhere in the catalogue, to 
the lenders, to the Metropolitan Museum staff and volunteers 
who have made this exhibinon possible, and to the authors of 
the cataloguc, which has becn made richer by their efforts and 
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by the diversity of opinions offered. We would like to offer 
special appreciation to the Editorial Department and to the 
exhibition staff for their work on rhe catalogue, a monumental 
undertaking. We appreciate very much their effort, and that 
of the authors, to provide the reader with a consistent translit- 
eration system in the face of multiple languages and complex 
historical developments. lo the extent possihie, we have fol- 
lowed the Library of Congress system, using official national- 
language names according to their location or their association 
with a location within contemporary political states. 

Whenever possible, inscriprions have been provided in the 
cataloguc entries, followed by rhcir English translations. 
Greek inscriptions have been capitalized; în the place of liga- 
tures found in the original inscriptions, the individual letrers 
have been given. Missing letters of words in the oripinal 
inseription have been provided only when essential to under- 
standing the word. 


William DD). Wixom 
Michel David-Weull 
Chairman of the 
Department of Medieval 
Art and The (loisters 


Helen C. Evans 

Associate Curator of Early 
Christian and Byzantine Art 
Deparement ot Medieval Art 
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SPERUS P VRYONIS, JR. 


he period from 843 to 1261 Was an Important 

one for the Byzantinc Empire. At the outset the 

empire began a gradual recovery from the 

seventh-century Arab conquests in the East, the 
destructive invasions of the Germanic tribes in the Vest, and 
the incursions of numerous Slavic tribes into the Balkans. 
From the middle of the ninth to the early eleventh century 
Byzantine armies and fleets expanded the imperial boundaries 
north to the Danube, east to Syria and to the Caucasus, and 
south to Crete, thus removing a vast area of land and sea from 
Muslim, Slavic, or Armenian control. Byzantinc diplomacy 
and political influence expanded into an ever-widening area 
beyond these territories to Kiev, Baghdad, Damascus, Cairo, 
and Rome, as did the various cultural forms created by this 
powerful civilization. Conseguently the Byzantine Empire 
knew a period of presuige and cultural eminence parailei to 
the earlier period of Jusuiman the Great (r. 27-65). By the lare 
eleventh century, however, the political and economic far- 
runes of Byzantium had undergone protound reversals as the 
Seljuk 'Tiucks in the East, the Balkan Slavs in the North, che 
Italian commercial cities, and the Crusades in the West sub- 
jected the cmpire to ever-increasing; military attacks, commer- 
cial penetration, and demographic alteration. 

The lustorț of these developments 15 as fascinating as it is 
complex, involving as it does so many different worlds, peo- 
ples, and cuitures. This brief introducnon concentrates on the 
internal structure of the Byzantine civilization, its external 
dynamics and history, and the diffusion of its culture to other 
lands and civilizations. 


INTERNAL STIEREUCTURE 


The Byzantine state was regarded as a continuatian of the 
empire of ancient Rome and as divinely ordained. The 
churchman Eusebios of Caesarea (ca. 260-—339/340) stated 
that God had created the Roman Empire and the Roman 


Gregory at Nazianzos. Portrait from the Lturgacal Hormlies af 
Gregory ot Nazianzos (cat. no. 63), fol. 4 


emperors in order to unite the ecumene (the inhabired por- 
tion of the carth) and so expedite the spread of Christianity. 
In the great chrysobuil (a solemn document bearing the 
emperor's gold bulla, or seal) of 996, the long-hved emperor 
Basil Ii (9ș8-ro23) addressed the great landowners about 
their fraudulent claims as to tax and other privileges, stating, 
that “the claims of the [imperial] treasury go back to the time 
of Augustus, some 996 years earlier. 

The Byzantine emperot, the basileus, was in theory the cap- 
stone of the state. His powers, described as absolute and 
sacred by the Corpus Juris Civilis of Justinian, were 
reafhirmed by the Greek version of that document, the 
Basilika., of about 888. These codes declared: “That which 
pleases the emperor is law” and “God has sent the emperor to 
earth as ammate law: The eleventh-century author 
Kekaumenos wrote: “O holy lord [emperor], fzod promoted 
you to the imperial rule, and his divine grace . . . made you a 
god on carth to do and make what you desire”: Reparded as 
somehow divine, emperors were nevertheless often deposed 
violently, but neither the theory nor the institution of divine 
absolutism was ever challenged. 

The emperor and his government ruled from the 
labyrinthine halls and chambers ot Constantinople's Great 
Palace, where he met with senarors, bureaucratic chiets, mili- 
zary leaders, the patriarch, and foreign ambassadors. To claim 
legitimate authority, a pretender had to have sat on the impe- 
rtal throne.+ 

The system ot law emanated from the ancient tradition of 
Roman law and the opinions formulated by renowned 
Roman jurists, În Byzantium as in Rome the emperor held 
the ultimate legislative and legal authority, His policies were 
promulgated through edicts known as zearai or norellae 
(novels). Byzantine law, embodying, imperial utterances, reg- 
ulated social, economic, and administrative relations through 
a vast bureaucracy.* Each emperor had the right to promul- 
gate new laws, and the body of Byzantine law was constantiy 
subject to alteration, reorientation, and innovation under the 
Justinianic principle that “the newer laws prevail over the 
older laws"? 





Byzantine Siege Maclunerv, Ilustranon from the Madrid Chronicle af 
John Skylitzes (cat. no. 338), fol. zsir(b) 


The bureaucracy that enforced imperial legislanion was ab 
inItio a large centralized mechanism in which each member 
was overseen by a higher authority in a pyramidal structure. 
Important functionaries, who held the generic title fogot/retes, 
presided over the armed forces, taxation, foreign embassies, 
the daily affairs of the capital, and so on. Beginning in the sev- 
enth century the bureaucracy became more centralized until 
the reign (1o8i-1118) of Alexios I Komnenos, who united 
thesc /ogorhetai under one official, the fogorhetes ton sekreton. 
The Cleterologion of Phiiotheus (899), a handbook listing 
the most important military and civil officials who were invit- 
ed to the impenal banquet table, hsts fifty-nine higher and 
some five hundred subordinate officials who attended formal 
palace receprions.” 

The bureaucracy in all its provmcral extent must have num- 
bercd în the thousands. The necd for literate officials made 
primary and secondary education essential in Constantinople 
and in a number of provincial towns such as lhessalonike, 
Chonac, and Caesarea. Since the time of the fourth-centuny 
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The Patriarch Nicholas Baptizes the Son of the Emperor Leo YI. 
Illustration from the Madrid Chronicle of John Skylitzes (cat. no. 338), 
fol. rzrţb) 
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The Byzantine Fleet Artacking the Rus” Fleet with Greek Fire. 
Illustration from the Madrid Chronicle of John Skylitzes (cat. no, 338), 
fol. 226 


bishop Basil the Great, the Alexandrian version of Greek 
paideia had been adapted to the education of Christian 
Byzantines and had been declared essential to the compre- 
hension of Christian mysteries.!” Ar the uppermost level 
the bureaucrats were the most highly educate people in 
Byzantine society.“ The hybrid education —joining the 
ancient paideia to Christian dogma and ethics'? — produced 
laymen who were expert in theology and clergy who were 
classical scholars. From the ninth to the thurteenth century 
government officials such as Photios, Psellos, Artaleiares, and 
Niketas Choniates were prominent authors in the fields of 
phiiosophy, historiography, rhetoric, poetry, and medicine.5 
This intimate connection between bureaucracy, education, 
and culrivation of lerters and sciences was, of course, com- 
mon to Chinese and Islamic civilization as well and gave rise 
to the mandarin phenomenon in each of these cultures.* Lhe 
bureaucrats wrote of their pride in their position; Psellos, for 
example, remarked: “Lhe Celts and Arabs came under our 
sway; men from the other continent journeyed here because 
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The Patriarch of Constantinople Crorens Constantine VII 
Porphvrogennetos. Illustration from the Madnd Chronicle of John 
Skylitzes (cat. no. 338), fol, 1qr(b) 





The Revolt against Michael Y. Illustration from the Madrid Chronicie 
af John Skyhtzes (cat. no. 338), fol. z20ovia) 


of the report ot our fame. And as the Nile watered the land of 
Egypt, so our discourses refreshed their soul. And if you hap- 
pen to talk with Persians or Ethopians, they will say that they 
know and admire me, and have come im pursuit of me" 

The literary cult devoted ro ancient Hellenism was particu- 
larly marked in many ot them. In the tenth century the 
bureaucrat Niketas Magistros remarked: “We are Spartan on 
my father's side and Atheman on my mothers.”'* Two cen- 
turies later the polymath John Tzetzes prociaimed: “I descend 
from the most noble Iberians in my mother's family; 
from my father I am pure Greek.” Through these centuries 
Byzantium drew on rwo cultura! tradiions — pagan antiquity 
and Chriştianity— and was immensely enriched by this dual 
heritage, 


In social and often political opposition was the “class” ot the 
high military officers, the magnate-generals, of the provincial 
and imperial armies who during, the heyday of the theme sys- 
tem also controlled much of the ciuil provincial administra- 
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Basil II and Constantine VIII. Illustration from the Madrid Chromicle 
ot John Skylitzes (cat, no, 338), tol. 1q2w(a) 
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The Emperor Theaphilos Sends the Monk John the Grammarian as an 
Ambassador ro al-Ma'mun, the Caliph of Baghdad. Illustration from 
the Madrid Chronicle of John Skylitzes (cat. no. 338), fol. q7r 


ton, This was an administrative-military system in which the 
provincial or terntonal unit (usually called the theme) was 
under the authority of a general (strategos) who had ultimate 
authority in both the military and administrative spheres, 
with the exceprion of control of finances, Ît arose in the sev- 
enth century, declined drastically în the eteventh century, and 
is thought ro have been an important factor in establishing 
the empire's military strength. Under the theme structure 
penerals, or more often families, not only controlled provin- 
cial armies but also had vast landed estates, serfs, and 
immense agricultural incomes. Often passing on the peneral- 
ship of a province to their offspring in a semihereditary fash- 
10n, many shunned îhe great capital, remamning in their 
provincial ștrongholds.!* In rhe eleventh century, when the 
strife between bureaucrats and magnate-generals was heated, 
Kekaumenos advised his son to cultivate his own lands: 
“Plant vineyards and cultivate the earth, for she will give you 
her fruits and you shall be nourished. . , , Let the portals of 
your house stand toward the south so that they may receive 
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Theophilos Orders the Execution of the Trators Who Plotted the 
Assassination ot Leo Y, Illustration from the Madrid Chronicle of John 
Skelutzes (cat. no. 338), fol. qar(a) 
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the aur, Let vour livestock be fat . . . do not have a lazy servant 
„Cultivare much wine, but use lttle>”'> As to which of the 
two professions, that of the pen or that of the sword, his son 
should choose, Kekaumenos was emphatic: “Da not desire ta 
be a civil oficial for you cannot be both a genera! and a 


comedian *2 


From the mid-ninth to the mid-eleventh century Byzantium 
was among, the most powertul and effective military forces in 
the Balkans, Asia Minor, and the castern Mediterranean.2! 
This strength, however, declined in the eleventh century, 
when strife between burcaucrars and magnate-gencrals led to 
the decay of traditional military institutions. The bureaucrats 
succeeded in dissolving, themauc (territorial) armies and 
flecrs and increasing the use of highly paid but ineftective for- 
cign mcercenaries. Kekaumenos urged the emperor to desist 
from the latter practice, advice that may have been an indica- 
tion of a pronounced xenophobia in Byzantine society.22 The 
decline of the armed forces was hastened by another circum- 
stance: in the tenth century the landowning magnates had 
begun to absorb the lands of the free peasantry and then the 
free villages themselves.23 The free peasantry and the village 
community had been fundamental to the military, fiscal, and 
social organization of the Byzantine state. Their gradual dis- 
solution in the eleventh century had disastrous effects on the 
military and tax systems and favored the magnates in their 
power strugele with the central state, By the time of the 
accession of Alexios 1 Komnenos in 1081, the military mag- 
nates had captured the stare. 

The Byzantine army and navy were in pititul condition.** 
and the empire had been effectively reduced to the immediate 
environs of Constanrinople. Alexios had to turn to the 
Venctians for a flcet against the Normans and to the 
Crusaders for assistance against the Turks, who now con- 
trolled most of Asia Minor. Despite the substantial successes 
of Alexios, John, and Manuel komnenos,* Byzantine nuli- 
zary power continued to decline. 


Central to Byzantine institutional life vas the concept of taxis 
(harmonious hierarchy).** A multitude of ceremonies main- 
taincd taxi by sacralizinge and formalizing institutional 
and social legitimacy. Constantine VII Porphyrogennetos 
(r. 945—59) preserved the spirit and many details of Byzantine 
ceremony, remarking, to his son: “To neglecr this ceremony, 
arul to sentence 1t, as 1t were, to death, 1s ta be left with a view 
of ihe empure devoid of ornament and deprived of beauty. If 
the body of a man were not gracefully formed, and 1f its mem- 
bers were casually arranged and inharmonously disposed, 
one would say that the result was chaos and disorder. Ihe 
same is true of the institution of empire; if it be not guided 
and governed by order, it wall in no way differ from vulgar 
deportment in a private person. 27 
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Liutprand of Cremona (ca. 920-—ca.- 972), a Lombard 
bishop-diplomat and historian who visited the Byzantine 
court, described his reception by the emperor: 


Before the emperor's seat stood a tree, made of bronze 
gilded over, whose branches were filed with birds, also 
made of gilded bronze, which uttered different cries, each 
according, to its various species. The throne itself was so 
marvellously fashioned that at one moment it secmed a 
low structure, and at another it rose high into the air. It 
was of immense size and guarded by lions, made either of 
bronze or of wood covered over with gold, who beat the 
ground with their tails and gave a dreadful roar with open 
mouth and qurering tongue. Leamng upon the shoulders 
of îwo eunuchs, | was brought to the emperor”s presence, 
At my approach the lions began to roar and the birds ro 
cry out, each according to its kind. .... So after I had 
three times made obeisance to the emperor with my face 
on the ground, ] lifted my head, and behold! the man 
who just before I had seen sitting, on a moderately elevat- 
cd scat had now changed his raiment and was sitting on 
the level of the ceiling. How it was done I could not 
imagine, 


This ceremonialization was not, of course, kmited to the 
life and institutions of the stare but was also highly developed 
in the eccleszastical, economic, and military spheres. In the 
farnily an individuab's life was marked, from birth to matura- 
tion, senescence, death, and afterhfe, by rigidly presenbed 
ceremonial. Such ceremonics helped unify and homogenize 
Byzantine te. 


During, the seventh and eighrh centuries Byzantium was 
struggling to survive. Though towns did not disappear, they 
probably declined in size and number.” From the ninth 
through the mid-thurteenth century, however, the town as a 
unit as very important to Byzantine political, ecclesiastical, 
economic, and social lifc.** In secular and Church admirustra- 
tive and historical wnting the Byzantine town îs characterized 
as having, pobyanthropia (density ot population). According to 
Theodore Balsamon, the wwelfth-century commentator on 
ecclesiastical canons, cach town must be the seat of a bish- 
opric, but to be a town, a community must also have z0 
pobyantbropon (suficient population).? În the eleventh and 
căclfth centuries 70 polyantbropon seems to have fluctuated 
between five thousand and forty thousand inhabitants.* 
Constantinople* and Thessalonike*+ were, of course, excep- 
UONS, as they were much more heavily populated. These 
towns were characterized by the presence of impertal 
ofhcialdom (cual and military), an ecclestastical hierarchy, a 
specialization of crafe industry, and an active local com- 
merce, 

Each town had viilages and rural agricultural lands in 


administrative dependence on it. The ccclesiastical adminis- 
tration in such towns as Ephesus was enormous and confirms 
the Church's extensive economic and social activities, The 
towns must have had sizable bodies of civil and mititary 
officials to admirster tax, military, and judicial matters in the 
villages. Landed aristocrats seem to have had substantial 
houses in the provincial towns. Villapgers often came to 
town to sell their surplus, to buy craft products, to attend the 
great religio-commercial fairs, and to address their com- 
plaints to the local judgcs. 

There are no statistics to establish the relative importance 
ot agriculture, animal husbandry, craft industry, and com- 
merce or to fix the relative numbers of people who derived 
sustenance and incame from these activities. However, some 
general observations can be made about economic life. The 
state enpaged in some sort of regulation of its income from 
taxation. Rough lines of occupational distinction were estab- 
lshed through legislation. There were atrempts to set profit 
margins and quality standards. The single largest source of tax 
income for the state appears to have been agriculture rather 
than animal husbandry. The village was the essential admunis- 
trative and agricultural unit, and the taxation system was 


designed ro ensure the cultivation of all arable village land. 
Agriculture remamned relatively stable from antiquity — it ras 
described in the sixth-century Geoporika, reedited in the tenth 





The Landowner Danielis Being Carried on a Lirter, Illustration from the Madrid Chronicle 
of John Skylitzes (cat. no. 338), fol. rozr(a) 


Farmung Scenes. Manuscript ullustraton, Byzantine, 12th century, 
Vatican City, Bibhoteca Apostolica Vaticana, pr, 394, ol. 12% 
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century under Constantine VII Porphyrogennetos.” The 
variety Of crops was largely the same? — prains (primarily 
hard wheat but also barley, oats, and millet), fruit (most 
importantly grapes), and a large variety of garden vegeta- 
bles — with rice possibly introduced în Late Anriquity.5? For 
centuries Byzantine agricultural production not only main- 
tatned the empire's population but also allowed substantial 
demographic, especially urban, growth. 

Although little is known of the organization of urban life, 
craft corporations or guilds appear to have flourished from 
the seventh io the lare ninth century. The tenth-century Book 
of the Eparch describes some of the guilds ot Constantinople, 
indicating a certain continut with similar institutions in the 
Late Roman and Early Byzantine periods.** The guilds men- 
tioned in the Book ot the Eparch include those dealing with 
luxuries (silk and lhnen goods, jewelry, precious metals, per- 
fumes, money changing) as well as those involved with every- 
day life (associations of fishmongers, beet and pork butchers, 
bakers, leatherorkers, grocers, tavern keepers, and the like). 
The state revealed an almost socialist mentality in its regula- 
tion of the craft industry.+ Prices werc fixed — the guildsman 
was allowed to make a profit and the inhabitants of the largest 
city in Europe were able ro aftord their daily bread and îsh.*? 
Quality was assured by the eparch's agents, who used rhe 
police to enforce standards and measures. Specialization was 
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rigidly enforced, both vocationaily and socially, An aristocrat 
could not buy more goods than he needed for personal and 
family use, and he could not engage in commerce. A punlds- 
man could not trade in more than one specific type ot item, 
and he was banned from eliminating; jobbers by going direct- 
Iy to a commodity's source. The palace workshops held a 
monopoly en the production of certain luxury goods.** The 
manufacture of arms may have been a stare monopoly, as the 
îfth-century Theodosian Code dictated ** and as it was in 
thirteenth-century Nicaea.* 

Commerce, both domestic and international, was in part 
organized about the religio-commercial fair known as the 
panegyris.** This fair, which had roots in early Greek antiqui:- 
ty, forged economic ties bewween rural] viilages and provincial 
rowns, between provincial towns themselves, and berwcen 
Constantinople and the major towns, all ot which engaged in 
international commerce. Church and state and urbanites and 
farmers profired or lost, found spiritual elevation or “sinful” 
recreation, at these fairs. În Trmmarion, a welfeh-century satir- 
cal dhalogue, one of the greatest of these celebratons, the 
panegyris of Saint Demetrios in Thessalonike, 15 described: 
“The Demerria ate a feast, much as the Panathenaea in Athens 
and the Panonia among the Mulesians. There flow to it not 
anly the indigenous and local throng, but from al! sides all 
possible of the Hellenes everpwhere, at the nearby dwelling 
Mysians and of all! nations up to the Danube and Scythia, of 
Campanians, Italians, Iberians, Lusitanians, and Celts from 
beyond the Alps. And the ocean sands send, in short, suppli- 
ants and spectators to the martyr. So great is lus glory in 
Europe." The author remarks rhat the goods include “every 
type . 
those that commercial ships bring to the Hellenes trom 
Bocotia, the Peloponnese, and Italy. And also Phoenicia con- 


„.. Of textiles and yarns for men and women, and ali 


tributes and Egypt, Spain, and the Pillars of Hercules weave 
the most beautiful textiles. Wlerchants bring these directly 
from the various lands to former Macedonia and to 
Thessalonike, 'The Euxine | Black Sea region] sends its goods 
to Byzantium, and thence it ornaments the panegyris, many 
horses and mules bringing the loads from there. . . . The types 
and number of the animals amazed me as their loud and con- 
fused <ry fell extraordinarily upon my cars. [Ihere were] 
horses whinnying, oxen bellowing, sheep bleating, hogs 
arunting, and dogs barking.”+f He goes on to tell ot the 
ofhcial processions led by the 4ozx ot the city and his retinuc, 
followed by che archbishop and hus clergy, and finally by the 
căty's inhabitants and guests, both Byzantine and foreign. 
This skerch of the important elements in Byzantine eco- 
nomic life from the ninth through the late eleventh century 
indicates that commercial life remained much the same as it 
had been in Late Antiquity, though the changes in city life 
obviously had important ettects. But in the late eleventh and 
twelfth centuries the rise of Western forces, especially Venice 
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and the Itahan commercial cities, the continuation of the 
Crusades, and the cstablishment of the Selțuk Turks in Asia 
Mimor% had highly detrimental effects on Byzantine com- 
mercial and agricultural life. 


Byzantine society was a deeply religious one, in which the 
ycarning, far salvation and apprehension about the afterlife 
were everywhere apparent. Lake the medieval Tatins and 
Muslums, the Byzantines beiieved in one God, ulrimately of 
Judaic origin, who was arbitrary and absolute and whose final 
judgmenr decided rhe belicver's ctrernal fate. The Church as 
an institution was entwined in practically every activity of 
daily fe." By the mud-ninth century Church doctrine was 
firmly based on the Bible, the teachings of the Church 
Fathers, and the pronouncements of the seven councils that 
were ecumenical. (The papacy continued to regard certain 
subsequent councils as ecumenical, and thus the Roman and 
the Monophysite Churches became ditferentiated.) With the 
final defeat ot Iconoclasm in 843, the last major theological 
dispute was setrled, and thereafter the Byzantine Church 
chose a conservative role, maintaining estabhshed theology 
against change. The standard ot ethical behavior tor the Îaity 
and especially for the clergy was set by canon la and by 
reaching and homiletics; the liturgy, with its central sacra- 
ment oi the Eucharist, allowed contact with the divine at least 
Once a week. 

The Church's episcopal and sacerdotal functions generated 
a large bureaucracy, parallel in many ways to that of the state. 
Greater sees were given preference over Lesser ones, although 
in theory they were equal. Each bishop had a large retinue of 
priests and lower clergy, whereas the metropoltans had their 
own synods, At the summit was the patriarch of Con- 
stantinople, the de facto leader of the Church. Each bishop 
also presided over an extensive body of lay ofhcials who 
admimistered the Church's property and income. Charitable 
and educanonal activities were overseen by clerical adminis- 
trators, who also managed the Church's large landed estates, 
business properties, and serfs and pcasants, 

The relationship between the Byzantine Church and the 
emperor was characterized by caesaropapism (the exercise ot 
supreme authority over ecclesiasucal matters by a secular 
ruler). “The ultimate decisions on theology, heresy, and 
Church control were usually made by the emperor.*? In the 
elevenrh century the relarive power of sacerdotium (priest- 
hood) and imperium (cmpire) was raised by the patriarch 
Michael | Kerularios and was promptly settled by the emper- 
or Isaac I Komnenos. When Kerularios asserted that sacer- 
Aotium Was superior, the emperor had him arrested and 
beaten, then had Psellos, the president of the senate, prepare a 
lengthy bill of accusations. The patnarch died before he could 
be brought to trial.“ Lhis episode brings to mind the law code 
of Justinian: “That which pleascs the emperor îs law” 
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In the Western Church the pope was the ultimate authority 
on dogma and other matters, but the Fastern Church pro- 
fessed conciliar primacy (that is, the patriarchal synod, rather 
than the patriarch, was decisive in Church affairs), This and 
other major junisdicrional difterences, as well as conflicts over 
ritual and rheological issues, culminated in the great schism 
between the Latin and Byzantine Churches in 1o$4.5 The 
mutual excommunications of 1054, a5 well as the Crusades, 
began to calcify the separation berween the West and the East, 

The Byzantine Church had similar disputes with the 
Armenian Church and the Syriac Christians, Neither the 
Armenians nor the Syrians had approved the Council of 
Chalcedon in 451, whuch had confirmed Christ's nature as 
both fully divine and fully human. Instead they continued to 
adhere to Monophysitism (which held that Christ's nature 
was altogether or primarily divine). The Arab conquests of 
the seventh century removed most of the adherents of these 
wo churches from Byzantine authority, and Monophysitism 
ceased to be an issue for the Byzantine government. The 
Byzantine reconquest of the tenth and early eleventh cen- 
turtes, however, brought most Armenians and a large num- 
ber of Syriac Christians back into the empire, and 
Monophysitism once more became a vexing problem. 'Lhe 
state's ill-conceived efforts to entorce religious unity resulted 
in the alienation and often armed resistance ot these popula- 
tions just when the Seljuk invaders and Turkish settlers were 
appearing in Anatolia. 

The Byzantine Churclvs relations wirmh the Slars and 
Georgians were complex. The conversion of the Georgians 
had occurred very carly, whercas thosc of the Bulpars, Serbs, 
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and Rus were the result of political, economic, and military 
relations, often hostile, from the ninth to the twelfth century. 
Autonomous “national” or ethnic patriarchates were eventu- 
ally established —a course that had profound eftects which 
continue to be cvident throughout the Orthodox world.5 

The relations ot the Eastern Church with the religion of 
Islam were determined by the political and military tfortunes 
of Byzantium and of the Islamic world. Within three hundred 
years of the great Arab conquests of Byzantine Mesopotamia, 
Syria, Palestine, Egypt, and North Africa n the seventh and 
eighrh centurics, most of the populations of these regions had 
converted to Islam. Syriac and Coptic, the indigenous lan- 
guapges of the once-numerous Christian populations, were 
becoming extinct, having given way to the prestige and polit- 
ical importance of Arabic.” The same pattern can be seen in 
the eleventh century with the earliest invastons and conquests 
by the nomadic Selţuk Turks in Asia Minor. Withun three cen- 
turies a great number of Greek- and Armenian-speaking 
Christians had disappeared through :slamizarion; their lan- 
guages survived only in islets amid a veritable sea of linguistic 
rurkization.5 

The world of Byzantine relgion had its roots in the origi- 
nal encounter of a stridently victorious Christianity with, and 
at the expense of, the various paganisms ot the Late Roman 
and Early Christian world. Constantines conversion to 
Christianity and the ferociry of the legislation passcd against 
the vulnerable pagans by his imperial successors*? caused 
mass conversions in relatively short periods of time. This 
meant, in efect, that the newly chnstianized communities 
rerained many of their original religious beliefs.* The canons 
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of the Council of Quinisextum (5691-92) addressed this 
situauion,“! and the survival ot pagan elements, especially 
from the cult of Dionysos, was noted in the 117os by 
Balsamon in his commentaries on the canons. Implying that 
these practices were current in his own time, he wrote: “And 
the satyrs, as also the Bacchae, were said to bc part of the îren- 
zied chorus about Dionysos. Neither are [the farmers] to 
utter the name of Dionysos at [their] wine-vats nor are they 
to laugh or ro laugh aloud as rhe wine is poured into the 
pithos. Dionysos was thought by the Greeks to be a god, 
the keeper of drunkenness and the donor of wine.” The 
chronicler John Zonaras, who wrote commentaries on the 
Quinisextum canons some twenty years before Balsamon, 
made similar observations: “All these things transpire among 
the rustics for they know not what they do” In the cleventh 
century Kekaumenos warned his son that despite the contem- 
porary belief in centaurs, they do not exist.“ Alongside the 
Christianity of che seven ecumenical councils and the Church 
Fathers, there cxisted a massive undergrowth of popular reli- 
mon, based on the pre-Christian paganisms ot Anatolia and 
the Balkans. The persistence of these pagan elements was ev- 
dent in the culrs of the saints and in the vigorous survival of 
the panegyris. 

The victory of the Icanophules (defenders ot icons) in 843 
secured not only the iconic cult but also the future and pros- 
perous development of the monasteries after rhe fierce war 
that Constantine Y (£. 741-7$) had waged against these estab- 
hshments, their members, and rheir wealth. Monasticism, 
with a tradition groing, back ro the third and fourth centurics, 
was remarkably hardy. This vitality was spectaculariy mani- 
fested in the rapid growth of the Athonite communities after 
Nikephoros Il Phokas retook Crete from the Saracens in 961; 
within a century Mount Arhos, or the Holy Mountain, was 
the center of Orthodox monasticism (see illus. on p. 22). 
Aside from the Byzantine monasteries on Athos, there were 
Georgian, Bulganan, Serbian, Romanian, and Rus establish- 
ments. Constantinople remained, of course, a great center of 
monasticism, as did areas of Asia Minor.“ The Monastery ot 
Hosios Loukas in Phokis (Greece), founded in the tenth cen- 
tury and decorated xith a splendid mosaic cycle in the 10205, 
exemplifies the vigor and strong patronage ot the monastic 
movement in more remote provinces (see illus. on pp. 20 
and 35).* The Nea Mone (New Monastery) on Chios, found- 
ed before 1o4z, was richly endowed by Constantine IX 
Monomachos (r. 1042-55), and its church, swmth fine mosaics 
and colored marbles, seems to have been fimshed during his 
reign.“” Another monastic church decorated with mid- 
eleventh-century mosaics was that at Daphni, near Athens 
(see illus. on pp. 25 and 33).5% 

Many of these foundations included orphanages, craft 
schaals, poorhouscs, and the like. Most spectacular was 
Christ Pantokrator in Constantinople, founded by the 
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emperor John II Komnenos (r. 1118-43) and his wife, the 
empress Irene (this monastic complex is now known by its 
Turkish name, Zeyrek kilise Camil; see illus. on pp. 23 and 
29). Christ Pantokrator included two mooastic churches and 
a chapel, accommodations for cighty-nine monks, an inn for 
travelers, a five-room hospital-clinic with sixry-four beds, a 
medical school, and a leprosarium. The lands and incomes 
given to the establishment by the emperor were, of course, 
comimensurate with its size and activity. 09 

In this rapid analysis of Byzantine society from the mud- 
ninth to the mid-thirteenth century a number ot basic institu- 
zions have been depicred and iheir roles in the fluctuating 
history of the empire have been emphasized. It must be 
remembered that the attainment of cultural and cherefore of 
social conformity 1s dependent en institutional forces strong 
enough to compel the adherence, conscious Or UNCONSCIOUS, 
of socrey's members to a common set of norms. 

When Constantinople came to be called New Rome, 
the population of the Eastern Empire became “Romans” 
(Rhomator). A number of factors fostered social and cultural 
cohesion In Byzantine society between 843 and 1261. Gen- 
erally speaking, to be regarded as R/zomaios (belonging to the 
empire), an individual, a family, or a group had to acknowl- 
edgze the authority of the divinely ordained emperur ot the 
Roman/Byzantine Empire, ro be faihful ta the Church of 
Constantinople and to the seven ecumenicai councils, to obey 
Byzannine ]aw, to respond loyally to the state bureaucracy and 
its fiscal authority, anl to accept the Greek language and 
paideia as the proper basis for the educational system.7* 

Despite the empire's political clams — that it was the con- 
tinuator of the Roman state — its inhabitants did not speak 
Latin, nor were the vast majority afhiiared with the Latin 
Church, The heart of Byzantium consisted of the lands of the 
ancient Gireeks, the ancient Greek islands, and those parts of 
Asia Minor that were largely hellenized by the sixth cennury. 
hus a R/zorzaios was typically a Greek-speaker and Orthodox. 
From antiquity, however, many non-Greek peoples had been 
absorbed through hellenization. In medieval times, so long; as 
the Byzantine state was politically vigorous and institutional- 
Iy efhcient, the empire absorbed many Armenians, Slays, and 
Georgians and later Turks and Latins, whose descendants 
became areek-speaking emperors, administrators, generals, 
authors, rheologians, and peasants. More important in the 
cultural absorption of various ethnic groups was adherence to 
the Byzantine Church, Fhis allemance transcended linguistic 
barriers because the Church spoke to converts in their own 
vernaculars. Linguuistic hellenization was effective when new- 
comers were thrust into the social and economic life of large 
Greek-speaking, communities. Thus the relatively smaller 
population of Slavs in southern Greece leamed Greek from 
day-to-day intercourse with the larger Greek-speaking com- 
munity.” În the central and northern Balkans, however, Slavs 


were the great majonty, and only those educated în the 
Byzantine schools or in monasteries such as those on Mount 
Athos learned some form of Greek, while retaining, however, 
their national languages. 

Ethnic distinctions, animosities, and strife seem to have 
been common in Byzantium. Greek-speakers (R/omaioi), 
Armenians (some belonging ro the Byzantine Church), Slavs, 
and Georgians, as well as Latins and Turks, had a strong sensc 
af ethnic difference, which often turned into ethnic hatred. 
The medieval vocabulary of ethnic opprobrium was rich and 
vicious.”? For example, when the Georgian Gregory Pakou- 
fianos, a great general of Alexios I Komnenos, founded 
Petritzos Monastery, he banned Greek monks from entenng-"3 

Cultural bonds grew weaker with the decline of the state's 
authority, which was damaged by internal centritugal forces 
and by invastons of Venetians, Crusaders, South Slavs, and 
Seljuk 'Turks. The most serious ruptures were in Asia Minor, 
There the Byzaniine state lost efiecrive control in many 
regions during, the eteventh through the thirreenrh century; 
the Church was incffective for decades at a time, and distup- 
tive nomadism and aggressive Islamic forces removed former 
Rbomaioi or transtormed them into Muslims. Similarly in the 
southern Balkans the commercial expansion of Italian cities 
and the land hunger of restless Crusaders bepan ta rend the 
political and economic fabric ot Byzantine socIety. 

The most catastropluc blow to Byzantine cultural cohesion 
resulted from the Turkish invasions and settlements of the 
elevenrh through the fifteenth century,”* which profoundly 
changed family structure, religion, law, and political rule, In 
the Greek islands, the southern Balkans, and Constantinople, 
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the Latins who came in the thirteenth century were fewer in 
number than the (ăreek locals; they simply replaced he polir- 
ical leadership, took over the economic apparatus, and 
removed the Greck merchants from the control of economic 
life 75 However, the Greek peasants stayed on the land, and 
Greek craftsmen continued to ply their trades in the towns, 
now producing for a Latin-controlled market. Though the 
Latin ecclesiastical hierarchs replaced many Greek bishops 
and metropohtans, the Creek prests remained in their 
places,” and the traditional famiiy structure of the Greek- 
speaking, peasantry and the older Greek aristocracy conrinued 
unchanged. 

This onslaught ot Mushm Turks, Itahan merchants, 
Frankish Crusaders, and South Slavic knezes began to make 
the Rfomatoi a more and more Hellenic presence. The term 
Heitene appcared more fregquently în literary Greck, and by 
the thurteenth century Greek authors began to refer to 
Byzantines as Heltenes as well as Rhomaiei.”” 

Throughout the four centuries that are of concern here, 
Byzantine institutional life was sufficiently powerful, where it 
was Not dlestroyed, to preserve its characteristic crvilization. 
Even in the centuries preceding, the fall ot Constantinople to 
the Ortoman sultan in 1453, the resilience of Byzantium's cul- 
ture is astonishing, especially given the long, series of political 
reversals and mihtary defeats that the empire suffered, 
Throughout this melanchoiy period some ot Byzantiunis 
most remarkable accomplishments were achieved through its 
relations with the culture and society of the Ottoman Turks, 
of late medieval Bulgaria, Serbia, Romania, and Rus; and of 
Renaissance Italy."* 
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BYZANTIUM AND TIIE INTERNATIONAL WORLD 


When Basil ] began his reign as sole emperor in 867, the 
Byzantine Empire and its society had emerged from a long 
period of declining political and military fortunes occastoned 
by the emergence of the new Arab empire in the east, which 
rapidly destroyed Byzantinc control in much of Armenia, 
Mesopotamia, Syria, Palestine, Egypt, and North Africa and 
eventually in Sicily, Crete, and Cyprus. To the north the 
numerous Slavic tribes had crossed the Danube and poured 


into the central Balkans, destroying Byzantine Christianity 


and urban centers and penetrating Greece proper, Ac- 
cordingly, by the mid-e:ghth century the empire had long 
been absorbed in a life-and-death struggle with the Muslim 
East, which began to abate only with the removal ot the Arab 
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capital from the former Byzantine city of Damascus to the 
region of the Tigris-Euphrates. 

In the seventh and eighth centuries the Byzantine Empire 
had experienced devastating Arab conquests and massive 
Slavic penetration of much of the Balkans." By the sccond 
half of the ninth century, however, Byzantine rulers and their 
generals, armies, and navies gradually passed from a defensive 
tO an aggressive posture in their relations with the Muslms 
and the Slavs. By the ninth century the Islamic world had 
begun to experience a political and religious splintering, and 
in the tenth and eleventh centuries Byzantine armies expelled 
the Arabs from eastern Asia Minor, reincorporared many af 
the smail Armenian principalities into the empire, and recap- 
tured the island of Crete, the city of Annoch, and much of 
northern Syria. In the Balkans the emperer John I Tzimiskes 
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began rhe subțugation ot Bulgaria, which was completed by 
Basil II in a lengthy and devastating series of battles that inau- 
gurated a long period ot Byzantine rule over the Bulgarans. 
When the redoubtable Basil died in :025, he left a Byzantine 
Empire whosc might was feared from the Danube to the 
Mediterranean and from southern Italy to Syria." Within 
fifry years, however, this political security and economic pros- 
perity collapsed. As new political rhreats appcared on the 
empire's astern, Balkan, and western borders, the imperial 
railitary forces were in decline, and the empire was racked by 
a seemingly interminable series af civil wars, 

Ample written testimony records the Byzantines” aware- 
ness that state and society were undergoing ruinous transfor- 
mation. In the eleventh century Kekaumenos warned the 
emperor against the dissolutian of the army: “For the army 15 
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the glory of the cmpcror, the strengrh of the palace, and if 
there 1s no army, there is no longer any government”: And 
he urged the unnamed emperor to restore the nawy: “For the 
fleer is the glory ot the Rhomaiai.”*? 

On April 1ş, cozi, the city of Bari, the last imperial strong- 
hold in southern Italy, succumbed to the Norman adventurer 
Robert Guiscard after a three-year siege. Within a decade the 
new Norman kangdom of southern Italy launched a devastat- 
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ing invasion of the Byzantine Empire, the goal ot which was 
to destroy Byzantium and to make Constantinople the capital 
of a great Norman state. 

On August 26, four months after the capitulation of Bari in 
the west, on the astern frontier the Seljuk sultan Alp Arslan 
inflicted a major defeat on the emperor Romanos IV Diog- 
enes at the Battle of Mantzikert. The next day the emperor 
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was brought, captive and wounded, before the astonished 
sultan.*+ Attaleiates, the supreme judge of the Byzantine 
army, a participant in the Battle of Mantzikert, and a histori- 
an, descnbed the dramatic scene: 


W'earșing, toward evening, however, [Romanos] submit- 
ted and was captured, oh misfortune! And on that might, 
yet, he fell aslecp on the ground, paintully, and without 
honor, overwhelmed from all sides perhaps by the count- 
Icss and unbearable waves from the rhoughis and the 
troubles before his eyes. On the next day the capture of 
the emperor was announced to the sultan. A boundless 
Joy and at the same time disbelief seized him. . . . The 
Turks accepted the success of the victory humanely and 
discreetly, . . . attributing the whole affair to Crod, because 
they had accomplished a victory beyond their own strength. 
|YWhen | the emperor was brought before the sultan, . . . 
[the sultan] arose, and embracing him he said: “Do not 
tear, O emperor, but be hopetul before all as you shall not 
face bodily danger for you shall be honored worthily of 
the preeminence of ruic. For he who docs not fear reversal 
of unforeseen fortunes is senseless.” Having ordered that a 
tent be prepared for [the emperor) and a fitting retinue, 
[the sultan] caused him to dine and assocsare with him, 
not seating, him off to one side, . , . În this manner com- 
ing together and speaking with [the emperor] trance a day, 
and consoling him with many speeches referning to the 
instability of life, [the sultan] shared words and salt with 
him for eight days. 


After an eight-day captivity and the conclusion ot a politica! 
and marital alhance, the sultan released the emperor. 

When Romanos was captured, the Doukas family in 
Constantinople placed Michael VII Doukas on the throne 
and outlawed Romanos. His freeing, set oft a series of rebel- 
hons and revolunons in Asia Viinor and the Balkans, which 
during, the next decade not only would consume the empire's 
politica! and military strengih but also would establish the use 
of Turkish military bodies and tribes by the contenders in the 
civil wars. Through conquest or in service to Byzantine mili- 
tary commanders, the Turks quickly took control ot most 
Anarolian cities and lands.** 

In the west the Norman pressure became so severe that 
Alexios | Komnenos, who had lirrle of his fleet left, conclud- 
ed a treaty with Venice. The Venetian navy would defend rhe 
empire against the Normans, warding, off attacks by Robert 
Guiscard. In turn Alexios granted Venice the famous chryso- 
bull of ro8z, which gave legal, poltical, and economic con- 
cessions that would allow a dynamic expansion of Venetian 
mercantile interests in much of Byzantium, Henceforth 
Venetian merchants could trade throughout most of the 
empire without paving, an ad valorem tax on their commercial 
goods, and they would be free from a host ot other taxes. 
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Venice was thus assured a virtual monopoly ot the empire's 
carrying trade. 'Ihe doge and the patriarch of Venice were 
given Byzantinc titles and handsome stipends, and the 
Venetians were granted their own quarter in Constantinople 
with substantial privileges of self-governance. Throughout 
the twelfth century the Venetians, Pisans, and Genoese 
increased their prominence in Byzantine economic life while 
becoming bitter foes of one another.% 

By the end of the eleventh century the first of the great 
Crusading, movements arrived at the walls of Constantinople. 
This encounter of Byzantines and Franks would begin in fric- 
ton and would lead to religrous hatred and violence and 
finally to the brutal conguest of the imperial capital in 1204 
and the shattering of the political unity of the Byzantine 
Empire 5 

Though the Komnenian rulers revived the empire's politi- 
cal power, they were not able to reestablish its former tertito- 
nial extent. (Seljuks and Danishmendids remained masters of 
the Anatolian plateau, and the nomads concentrated on the 
Byzantine borders in the twelfth century relentlessiy raided 
and devastated the western Anatolian lands.) The cmperor 
Manuel | Komnenos (r. 1143-80) attempted to foil Norman 
and Hohenstaufen ambinons (by costly but futile projects in 
Italy) and to halt Hungarian expansion în the Balkans. Above 
all he tried to put an end ro Turkish nomadic invasions in 
western Asia Minor. But on September 17, 1176, in the 
difficult mountain passes of Myriokephalon, near the 
Byzantine-Seljuk border, Kilidj Arslan, the sultan of Rim, 
and the Turkoman nomads devastated Manuel's forces and 
laid to rest forever the Byzantine hopes of ousting the Turks 
from Asia Minor. This battle was as significant as that of 
Mantzikert a century earlier, with this difference: it took place 
over seven hundred miles west ot the earlier site, an indica- 
tion of the great gains that the Seljuk sultan and the nomads 
had made in one hundred years,59 

For Byzantium the last quarter af che tweltth century was a 
chronicle ot internal disintegrauon and external attack, cul- 
minating in the capture of Constantinople by the Fourth 
Crasade in 1204. When the imperial oficial Niketas 
Choniates wrote his lament on the pillaging, of the city by the 
Latin Crusaders, he was recording the final transition of the 
Byzantine state from a powerful empire to one of the smaller 
Greek states (Epirus, Nicaea, and Tiebizond) competing far 
the recapture of Constantinople.” Byzantium now took a 
more humble place among comparable Latin, Balkan, and 
Turkish states, Exen after Michael VIII Palaologos recon- 
quered Constantinople from the enfeebied Latin emperor in 
I261, the Byzantine Empire was nothing more than one 
among, the various Balkan states. 


DIFFUSION DE BYzZANTINE CULTURE 


The period from 843 to 1261 Was one ot considerable political, 
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The Exchange ot Correspondence berween the Byzantine Emperor and 
he Caliph. Illustration from rhe Madrid Chronicle af John Skylitzes 
(cat. no. 338), ful, 75 


military, economic, and cultural vitaiity, and even though 
there was a marked political and economic decline in the 
elevenrh and twelfth centuries, the cultural life of Byzantine 
civilization remained vigorous and influential. The diffusion 
of Byzantine culture during these centuries îs ot particular 
interest în the Islamic and Slavic worlds. The cultural rela- 
tons of Byzantium and the worlds of the Armenans, Syriac 
Christians, Georgians, and the Latin West were not sa consc- 
quential. 

Byzantium's connections with the Istamic world were most 
important to the Byzantine state, :ts society, and culrure.*! 
Ulrimately the political might and religious vitality of the 
Muslim world posed the greatest threat to the survival of 
Byzantium, În the first halt of the seventh century the <arly 
Arab conquests were rapid and thorough.*? Vithin a decade 
the Byzantine districts of Mesopotamia, much ot Armenia, 
and Syria, Palestine, and Egypt became Arab possessions. The 
Byzantine provincial society in these congquered lands was 
not, however, destroved. Instead Islam became the direct 
political, administrative, economic, and cultural successor to 
the Byzantine state, perpetuating much of Byzanrine institu- 
tonal life, although over the centuries this was gradually, but 
profoundly, arabized and slamized.*: 

During, the ninth through the eleventh century important 
elements ot the Byzantine intellectual heritage were absorbed 
into Islamic culture, through the great work of translatine; 
classical (areek writings into Arabic.?* Arab thinkers under- 
stood the significance of these works in their cultural life and 
studied, commented on, and further developed them. The 
early-tenth-century Arab encyclopedist al-Nadim observed: 


Books on philosophy and other ancient sciences became 
plentiful in this country. One of the reasons for this was 


that [the cahph] al-Ma'mun saw in a dream the hkeness of 
a man whitc in color, with a ruddy complexion, broad 
forehead, Joined eyebrows, baid head, bloodshot eyes, 
and good qualities sitting on his bed, Al-Ma'mun related, 
“It was as though I was in front of him, filled with fear of 
him. Yhen I said, Who are you? He rephed, | am Aristorle, 
Then I was delighted with him and said, O sage, may ] 
ask you a question? He said, Ask it. Then 1 asked, What 
15 good: He replied, What is good in the mind. I said 
again, Lhen what is next? He rephed, What 1s good in the 
law. IL said, Then what is next? He replied, What is good 
with the public, I said, Then what more? He answered 
me, here is no more... 

The dream was onc of the most definite reasons tor the 
output ot books. Al-Ma'mun . . . wrote to the Byzantine 
emperor asking him permission to obtain a selection of 
old scientific manuscript, stored and treasured in the 
Byzantine country... . Al-Ma'mun sent... a group ot men 
[who] brought the books selected from what they had 
found. .. . He [then] ordered them to translate [the man- 
uscripts]. . . . Among those who were concerned with the 
bringing of books from the Byzantine country there were 
Muhammad, Ahmad, and ai-Hassan, the grandsons ot 
Shakir al-Munajjim |grandsons of al-Ma'mun's astrologer 
and great patrons of culture]. [They sent] Hunayn bn 
Ishaq and others to the Byzantine country to bring them 
rare books . . . about philosophy, geometry, anthmetic, 
and medicine, |and they] supported a group of transla- 
tors, ... Fach month the translation and maintenance 


amounted to about soo gold coins. 


The dream în this account should perhaps be left to adepis in 
oneiromancy, but the cultural importance of the text of al- 
Nadim îs obvious. By the late ninth century the caliphs and 
the powerful members of the calphal court bad made the 
momentous decision to begin translating a major portion of 
the ancient Greek texts, via Syrac, into Arabic. This ancient 
Greek legacy had profound effects on Islamic civilization over 
the next three centuries. The Arabs came to have great respect 


for the Byzantine forms of education, medicine, tax adminis- 


tration, mathematics, and geography. The wealthy calphs 
and their adyisers saw the advantages of a more advanced 
school of medicine. A better knowledge of geography would 
benefit those who administered a vast empire stretching from 
Spa:n to India, which included a bewildering variety of chi- 
matcs, topographics, and human socictics. Most important 
were the intellectual vitality and the Byzantine school system 
of the Syriac Christians in the caliphare who continucd to fol- 
low much of the curriculum ot the late Alexandrian school.9* 
in which the medical texts ot the Greek physician Galen and 
of the Organon of Aristorle remained central. This Byzantine 


tradirion, in the realm of education, surived the Arab 
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conquests and continuei a rather vigorous life under the new 
political condiuions. Ihus the contacts with and trips to 
Byzantium combined with the preexisting Byzantinc-Syriac 
school of Hellerusm in the caliphate. Ia the ninth and tenrh 
centuries the Islamic ruling class placed its political and eco- 
nomic power behind this important enterprise of translation 
by founding the Bavyt al-Hiqmah (literally, “House of Was- 
dom”; an establishment where Greck texts werc translated)*” 
and by supporting, scholars dedicated to the study and trans- 
lation of ancient Greek texts, 

The ancient Greek authors who were translated were those 
who would bc uscful în Islamic socicty. Both the translators 
(the majority of whom were Syriac Chnstians) and the 
patrons made careful selections. Ancient Greek poetry was 
hus excluded, as the tenth-century Arab philosopher Abu 
Sulayman al-Mantiqi as-Siistani explained: “Stephan has 
tranșlated part of the Homeric poems from Greck into 
Arabic, In is Known that poems lose most of their special 
splendour in tranşlation and that ideas expressed in them 
become largely corrupted when the artistic form of the poet- 
ry 15 altered”% Nothing offensive to the Islamic religious 
consclence would be translated, and thus most Byzantine reh- 
g.ous literature was excluded, as well as the ancient texts that 
dealt with paganism. "The translators and their patrons con- 
centrated on Greck texts that dealt with medicinc, geometry, 
anithmetic, musical theory, astronamy, geography, science, 
and philosophy. The break between Greek belles leitres and 
scientific-phiiosophic works was clear. Thus the 129 medical 
treatises of Galen were translated into Arabic, as were all of 
Aristotle's works except his dialogues and the Pofztics. Of 
Piato only the Timaeus, Repubhe, Laws, Phaedo, and Crito 
were translated, though the titles of all ls dialogues were 
mentioned. Despite these lmitatons the large-scale importa- 
tion of Greek knowledge into Islamic civilization had impor- 
tant eftects on the brilhant achievements of Arab medicine 
and hospitals, mathematics, geography, musical theory, and 
even philosophy. (Aristotle and Galen were introduced to 
medieval Western Europe by the Muslims in Spain.) Any 
confiict between human logic and divine revelatton was set- 
tled in favor of the latter. 

The ninch, tenth, and eleventh centuries were similariy fun- 
damental in the change of relations berăcen the Slavs ans 
Byzantium. Previously much ot the Slavic world had, at least 
from the sixth century, when they were first mentioned in 
Byzantine sources, lived în a kind ot decentrahzed system of 
tnbahsm, following a pagan rehaion, and without an alphabet 
or an educational system.i“” Wurh the creation ot a Bulgarian 
state south of the Danube in 681, there arose eventually a 
Bulgaro-Slavic state, which expanded southward, intensifying 
its contacts with Byzantium.:*! By the ninth century many 
Slavic groups started to coalesce into larger political units and 
states.!** Lheir leaders began ro look ro the adjacent Byzantine 
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The Serhbs, Croats, and Other Slavs Beseech the Byzantine Emperor 
for Aud, Illustration from the Madrid Chronicle of Johr Skylitzes 
(cat. no. 333), fol. o6r 


and Carolingian stares for models to follow in their transition 
from tribalism to a state with a central ruler. The Moravians, 
Bulgars, Serbs, Croats, and Rus” eventually converied ro Latin 
or Byzanuine Christianity, the earlestr to do so being the 
Moravians and the Bulearo-Slays. Moravians werc christian- 
ized by the Byzantine brothers Constantine the Phulosopher 
(Cyril) and Merhodios, who were sent by the emperor in 
response to a request from the Moravian prince, This choice 
of missionaries reflected the old Byzantine principle that 
Christianity should be preached in the language of the con- 
verts (Constantine and Methodios spoke not only Greek but 
also a Siavic tongue). They translared Christian books into the 
local Slavic dialcet, creating, the first Siavic alphabet, the first 
Slavic hterary language (Old Church Slavonic), and the first 


Slavic literature. They brought ro Moravia the core of 
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The Conversion ot the Bulgarian Khan Boris to Christianity. Jllus- 
traticn fran the Madrid Chronicle of John Skylitzes (cat. no. 338), 
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The Conversion of the Rus Prince Volodymyr to Christianity. Illus- 
tration from the Madrid Chronicle of John Skylitzes (cat. no, 338), 
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Byzantine Christian writings, translating them for the local 
Slavic community of Christians.!*: 

Soon after the dcarh of the mwo brothers in the late ninth 
century, their disciples were expelled from Moravia. How- 
ever, the Bulgarian Khan Boris, who had converted to 
Byzantine Christianity by 870, welcomed these missionaries. 
It was here that the legacy of Constantine and Methodios 
took root and was later exported to other Stavic lands,'9+ 
Boris's son and successor, Symeon, was educated in Con- 
stantinople to prepare him to become the head of the new 
Bulgarian Church.'** He adopted in toto the politico-culrural 
model of Byzantium, eventually assuming the title of 
basileus, with all the Byzantine trappings, and acqured from 
Byzantium the right to have a Bulgarian patriarch as well. 
Thus the Byzantine model of basieia /Orthodoxy was appro- 
priated, and with it there followed the intlux ot Byzantine 
religious culture, monasticism, theology and ecclesiastical lit- 
crature, schools, painting, and architecture. Symeon trans- 
formed bis capital at Preslay'** into a political, reiglous, 
lterary, and arustic center, at the head of which stood the new 
Bulgarian ruler himself. 

The extensive riverine system connecting the Baltic and 
Black Seas was a political arena in which eastern Slavs and 
Scandinavian warrior-adventurers coalesced to create the 
political and commercial bases of the medieval Rus” states, at 
the heart of which was Kiev.” Like the Bulgarians, the Rus 
pursued commercial advantages in Byzantium, often through 
force of arms. The Povest premennvhih et (Tale of Bygone 
Years) asserts that the Rus” first attacked Constantinople in 
the middle of the ninth century and that derailed commercial 
treaties were concluded between Kiev and Constantuinople 
during, the tenth century.i*% 

The Rus' princes were attracted to the great wealth of 
Constantinople early on. Through trcaties they became an 
integral part of the city's commercial scene, and their warnors 


regularly sought employment in the Byzantinc armies. By the 
centh century the first conversions had been made in Kiev, 
and Byzantine material and political culture had become 
farmliar to the Rus. The final conversion ot the Rus was pre- 
cipitated by a Byzanrine political crisis. When Basil Il and the 
Macedonian dynasty were threatened with extinction by the 
revoit of the briliant Byzantine general Bardas Phokas,'"” he 
appealcd to Volodymyr, the prince of Kiev, for military assis- 
tance. In return for this help the emperor promised 
Volodymyr the imperial princess Anna 1 Marriage, on condi- 
tion that he be baptized a Christian. With the support of 
Volodymyr's Varangian Guard, Basil was able to put down 
the rebellion at the Battle of Abydos (989). Yolodymyr was 
baptized and then became the brother-in-law of the 
Byzanține emperor."* Though originally a fervent pagan, 
Volodymyr henceforth assumed his obhgations as a Christian 
prince and set out to eradicate paganism in Rus and to 
replace it with Christianity. The Povest prenennyhh let relates: 
“When the prince arrived at his capital, he direcred that the 
idols should be overhrown, and that some should be cut ro 
pieces and others burned with fire. He then ordered that [the 
idol] Perun should be bound to a horse's tail and dragged 
down to the street. He appointed rxelve men ta beat the idol 
with sticks, not because he thought the wood was sensitive, 
but to aftront the demon who had decerved man in Its guise. 
«+ While the idol was being dragged along the stream to the 
Dnieper, the believers wepr over it. . . . After they had rhus 
dragged the idol along, they cast it into the Dnieper.""" 

The conversion of the Kevan Rus in 989 and their entry 
into Byzantine civilization Was similar to that of the 
Bulgarians in the political, economic, social, and cultural 
realms. But unhke the Careeks, Bulgari, and Serbs, who were 
conquered by the Turks and endured centuries ot subjugatrion 
under the Otromans, the Rus” remaimed politically indepen- 
dent and carricd Byzantine civilization from the Volga 
throughout Siberia to Alaska. 


The glory ot Byzantium resided in its ability to create a civi- 
lization that was distinct, original, and vibrant and in its 
power to influence not oniy the inhabitants of the empire but 
also its neighbors, Byzantium was decisive in much chat hap- 
pened in the world of the South and East Slavs and of the 
Balkans and made these peoples intimate participants in and 
creative contributors to its civilization; such border peoples 
as the Gcorgians, Armenians, and Syriac Christians had vany- 
ing, degrees of appreciarion for Byzantine culture. Byzantium 
passed on to Islamic civilization an important portion of the 
ancient Greek heritage, Lhe West took elements from 
Byzantium's rehgious and legal systems and during, the 
Renaissance became the direct heir to that part of ancient 
Greek literar; culture which Byzantine scribes, scholars, and 
lbraries had preserved for some one thousand years, 
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cligion was the soul of Byzantine culture, perne- 

ating all aspects of life, The days of the year were 

counted by the feasts of the saints; every impor- 

tant landmark in one's life, from birth to death, 
was blessed with a sacrament; business was transacted with 
coins carrying the stamp of Christ's face; and batties were 
waged behind icons with the image of the Virgin. 

The Byzantine religious mentality is a complex and difficult 
subject, embracing, doctrine, pracuce, and Church organiza- 
tion. Whule the Byzantines shared with other Christian com- 
munities most of the same basic belicts and observed the 
same sacraments, their religious experience was somewhat 
different.? Orthodoxy and Catholcism offer contrasting but 
somehow complementary modes of realizing, the Christian 
way ot life. Our task 15 to examine how the distinctiveness of 
rehgious life in Byzantrum accounts for the special character 
of Byzantine art. 


ECCLESIASTICAL ORGANIZATION 


In theory the Church ot Christ— that 15, the community of 
the saved — was an egalitarian body, From the stari, however, 
it had an institutional form that organized its members 
according to the functtons they performed, and in Byzantium 
the structure of the Church dhffered markedly from that in the 
West. These differences are deeply rooted in history, begin- 
ning with rhe founding of Constanuinople by Constantine | 
In 324. Constantine's transfer cf the imperial scat from Rome 
to his new capital on ihe Bosphorus made Constantinople the 
emperor's city par excellence; the Rome that he abandoned 
became the papal cuty.i Gradually, the pope filled rhe vacuum 
in political power created by the emperor's move, as he 
assurned an increasing, variety of secular roles. Indeed, the 
clergy in the West transgresscd fregqucntly into the secular 
arena. Bishops administered large fendal domains. They 
served their kings as chancellors and secretaries. They even 
led armies în combat. 
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In Byzantium the situation was the reverse, It was the 
emperot who freely crossed boundaries into matters that 
were properly those of the Church. Byzantine law defined the 
state as consisting of two bases of authority: sacerdotizn 
(priesthood) and bastieia (imperial power).* 'Lhe collabora- 
tion Of thesc two powers was expressed in the city plan of 
Constantinaple by the antithetical placement of the imperial 
pâiace and the cathedral complex on either side of the 
Augustaion, the main square (see plan on p. 194). The ma 
werc expected to be equal partners în promoting Orthadoxy 
and regulating human aftairs.* But from a practical stand- 
point the emperor's responsibilities for the peaceful operation 
of the state included many duties of ecciesiastical manape- 
ment.” His was the obiigation of summoning, the general 
council and ot promulgating its decisions. Further, st was lepg- 
islation by the emperors, in particular Justinian I (c. $27-65) 
and Leo VI (r. 886-912), that established rhe legal parameters 
for monastic and other Church foundations. The establi:sh- 
ment ot new bishoprics was also an imperial prerogative, 
Final!y and decisively, the emperor had the option of appoint- 
ing the patriarch from a roster of three candidates submitted 
by the metropolitan bishops, and he had the honor of confer- 
ring the regaha of office on the candidate of his choice. This 
also meant that he might remove patriarchs who resisted his 
wili. Thus the margin for imperial involvement in Church 
affairs was wide indeed. In the realm of doctrine, however, 
there were few issues other than Iconoclasm on which the 
cmperor was in direct confhet with the Church. And in the 
great struggle of Iconoclasm, the most serious of the contests 
berween Church and state, the imperial side was, as we shall 
scc, eventually forced to capitulate. 

On his side, the patnarch ot Constantinople made much 
more modest claims to autocracy than the pope of Rome. 
However, three great historical events gave him a special 
position in Christendom. Originally the Byzantines regarded 
the universal Church as a pentarchy of patriarchs — the bish- 
ops of Rome, Constantinople, Alexandria, Antioch, and 
Jerusalem —who were theorericaliy equal in rights and in 
apostolic authority. The Islamic conauest of the seventh 
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The Găreat Lavra, Mount Arhos, Greece, tounded in 963. Photo: Thomas E. Mathews 


century, however, absorbed the last three sees, leaving the 
patriarch of Constantinople as the de facto leader of 
Christendom in the East. În the tenth century another his- 
toric realiepnment, the conversion of the Slavs, gave the patri- 
arch a vastly increased role. When the Slavs converted ro 
Christianity they chose the Orthodox form over the Latin, 
giving the patriarch authority that extended well beyond the 
actual boundaries of the Byzantine state. The bishop ot 
Constantinople thus became the spiritual father of Chnistans 
in Bulgaria, Rus, and Serbia; the ecclesiastical literature of 
Byzantium was translared into Slavonic; and metropolitans 
were appointed by the patriarch of Constantinople. The third 
decisive event was the Turksh conquest of Constantinople in 
1453, which extinguished the line ot Byzantine emperors but 
macle the patriarch responsible for the entire Christian popu- 
lation of the new Otroman Empire. As a result, although the 
civil administration of the Byzantine Empire vanished, de 
patriarch and his chancellery survived, and ro this day in 
Constantinople (now Istanbul), the parrarch remains the 
leading spokesman for the entire Orthodox communion. 
The clergy in Byzantium never constituted so rigid a socio- 
logical enrity as they did in ihe Latin world, where they set 
themselves in antithesis to the laity* In Byzantium lay 
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archontes, or nobles, participated in episcopal elections and 
could themselves be elected bi:shops and even patriarchs. 
Clergy were not separated from the laity by celbacy, except 
tor bishops, who normally came from the ranks of monks. 
The clergy did not hold high state office, and they had no 
monopoly on education, as did their Western counterparts, 
since a secular educational system continued to exist. The 
ordinary clergy and the «piscopate tended to be weak, their 
financial base eroded by the popular appeal of menasticismn. 
The vullage priest rppically was a married man, supporting his 
family, as did hus neighbors, by farming. 


MONASTICISM 


Monasricism, by contrast, assumed an extraordinary iImpor- 
tance în Byzantium. “He who is a monk keeps himself apart 
from the world and walks forever with God alone?” said 
Symeon the Theologian (ca. 949-1022).'* Esteemed for their 
cehbact and high morali standing, monks werc in constant 
demand lor their advice, and their monasteries were the 
bencficiaries of frequent gifts. As the historian Joan M. Hussey 
expressed it, “The clue to the understanding of Byzantine 
church history is the realization that, in matters of individual 
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Monastery of Christ Pantokrator, Consrantinople, founded in 1136. View from the west, showing (from left 1o right) the Churches ot the Virgin, of 
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spiritual development, emperor and secular ciergy could only 
stand aside and share, or envy, the reverence which rich and 
poor alike gave to those monks whom they could recognize 
as holy men." 

Byzantine monasticism was eharacterized by great 
flexibiluy.* Although monasteries were legally subject to the 
episcopate, exemprions commonly made them independent 
in most of their operations. Unlike the hicrarchical organiza- 
tion ot Western monasticism into international orders, such 
as the Benedictines and the Franciscans, in Byzantium each 
house was a unit unto itself." Monasteries were built at the 
discreuion of their lay founders. A monastery could be consti- 
tuted with as few as three monks for a relatively small endow- 
ment, Large monastenes, however, were often imperial 
foundations, generously supported with permanent income 
from properties attached to them, 

In the countryside, monasteries functioned as agricultural 
communes, subsisting, on the land, like the Great Lavra on 
Mount Athos, which the emperor Nikephoros II Phokas 
founded in 963 for his friend the abbot Athanasios.!* The 
monastery flourishes to this day, preserving intact much of 1ts 
medieval treasure ot manuscripts and icons. In the cities, on 
the other hand, monasteries served important public and 


social functions, running schools, hospitals, orphanages, and 
homes for the aged.!* When in 1136 John II Komnenos found- 
ed the Monastery of Christ Pantokrator in Constantinople, 
he provided for an old men's home and a îittv-bed hospital 
divided into ten wards for different diseases, including one 
for women that had a female medical stafi.:* In addition to 
the &azfoizon, ihe main church, the monastery had a chapel 
for the burial of members of the imperial family and a public 
church of the Virgin, which was semnced by secular clergy and 
was the home of a processional icon of the Virgin, The triple 
church of the monastery still survives, converted during 
Turkish rule into a mosque, though the monastery itselt and 
the hospital have vanished, 

Monastic governance was less regimented than in the West. 
The contrast beraeen Benedict's Regula and Basil's Regulae is 
instructive. The Western document is a concise and systemat- 
ic statement on how a monastic community is to conduct 
itself, whereas the Byzantine one is a series of questions and 
answers on a random set of problems posed by monastic 
life"? In the peniod after Iconoclasm, however, Theodore 
(759-826), the Pegonmenos, or abbot, of the Stoudios 
Monastery in Constantinople, established a hterarchy ot func- 
tonanes with well-defined duties, and his constitunon, or 
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twypikon, served as a model for the tounding of many subse- 
quent monasteries, such as those on Mount Athos,'% 

Lite in the monastery revolved around the worship ot the 
lirurgy. Interrupting their sleep in the middle ot the might, 
the monks would repair to the bazholtkon for orthros, Or 
matins, which consisted of six psalms and lessons, They 
would then return to their celis for private prayer until the 
time of the Divine Liturpy, or Mass. Music plaved a large 
part in the celebration of the daily hours, with new hymus 
and new melodies continually introduced. According to the 
typikon of the Monastery of the Theorokos Euergetis in 
Constantinople (1054), monks were expected to take com- 
munion one to three times a week, wlule Symeon the 
Thcologian urged daily communion.'* Meals had to be taken 
in common under the watchful eye af the abbot;, one ate in 
silence, listening to the reading of some ediiying book. The 
day's work, which nughi include farming and necessary trad- 
ing, concluded with vespers. 

Monastenies for women operated on the same basic prin- 
ciples as those for men, except that a male religious (occa- 
sionally specified as a cunuch) had to conducr the Divme 
Lirurgy.** Women might enter the religious life for a varicty 
af reasons, embracing, the disciplme ot virginity and seclusion 
out of a sense of personal calling. But a great many took vows 
after being widowed or if their husbands had entered monas- 
terics. Lăterate nuns took part in chanting the Divine Office, 
while those who could not read were assigned humbler tasks. 
The mother superior was elected by the sisters and had con- 
trol ot the convent. Like their male counterparts, nuns might 
be mvolved in social works, like the Georgian sisters ro whom 
the emperor Alexios | Komnenos (1, 1081-1118) entrusted the 
orphanage of Saint Paul in Constantinople.* 

The ideals of monastic life were, ot course, sometimes 
compromised. In the rwelfrh century Eustathios of 
Thessatonike cniucized monks who pretended to be fainuing 
from asceticism while în reality they were bioated from 
overeating, as one could see by loolung at their hands and 
faces.*% Monasteries, whether for males or females, were 
favorite places of retirement for the ealthy, whose lifestyles 
were often at variance with the monastic ideal. Furthermore, 
lay ownership or lay administration (charistikion ) of monastic 
property often provided opportumties for personal gain at 
the expense of the monastery.” 

Nevertheless,  monasticism  thoroughly  penetrated 
Byzantine Christianity, to the extent char one might say the 
Byzantine Church was primarily monastic. Monks took the 
lead in theological development, in the cultivation of icons, 
and n shaping the piety and religious practice of Byzantium 
in general. This gave Byzantium a liturgy-centered 
Chnstianity, a piety in which cult, ritual, and symbolism were 
paramoiunt, And this was what motivated the commussioning 
of relhgious arrworks, as benefactors, to express their parti- 
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cipation in the rite, wanted to furnush the churches with plate 
of gold and silver, with silken vestments and bronze lamps. 
People came to church to be somehow transformed, and the 
art became their means of communication with the divine. 


DOCTRINE AND BELIEE 


The principal dogmas of the Christian faith —a trinity ot 
persons in a single godhead, the incarnation of the second 
person in Christ, who remained completely God while 
becoming, perfectly human, and the divine motherhood of 
Mary — were refined in the subtle theological debates that 
accompanied the first ecumenica! counciis ot the Church.2* 
These dogmas represented a basically Greek intellectual 
achievement, the bishops of Rome having had only minor 
involvement in the process, but both Latin and Greek com- 
munions agreed on the fundamental positions. In the inter- 
pretation of these positions, however, the two Churches 
tended to difter n many nuances, an in two important doc- 
trines the Greek Church diitered substanuially from the 
Latin.% An understanding of these doctrines 15 the key ro 
understanding the spiritual dimensions of Byzantine art. Once 
iș the Orthodox doctrine ot salvation through /beosts, or 
diwmnuization, and the other 1s the doctrine of icons. The two 
are closely related. 

Whiic in the West the doctrine of salvation 15 closcly tied to 
the dea of a “satisfaction” tor sin made to divine țustice by 
the sacrifice of Christ”s death, in the Orthodox view salvation 
was accomplished by the Incarnation itself.2* God the Son, by 
taking on human nature, eftected a change in human nature 
as such. This is summarized in the famous dictum of 
Athanasios (295-373): “He became man that we might be 
made divine?” Tzeosis is the work of God's inettable philan- 
thropy toward mankind; the goal of this process îs the inti- 
mate union betwecn God and the soul. Orthodox 
theologians Dionysios the Areopagite and Maximos the 
Contessor developed this doctrine in the sixth and seventh 
centuries, respectively, but it recerved vivid expression in the 
writings of Svmeon the Theologian in the eleventh century.?? 
In Symeon's words, “God was undivided in substance before 
Christ, my God, took upon him human limbs. For when he 
assumed the form ot a human body, he bestowed his Holy 
Spirit, and by this means is united in substance to all the faith- 
ful; and this unity is inseparable and indissoluble:"29 

Symeon, born in Pathlagoma about 949 ro a wealthy fami- 
Iy, entered the Sroudios Monastery there and was later abbot 
ot the Monastery of Saint Marina, just outside Constan- 
tinople. His sense of theosis was exceptionally personal and 
direct: “I know that He ho recmains immovable descends. / 
1 know that He who is invisible appears to me. ; | know that 
He who is separated from all creation / takes me within 
Himself and mdes me in [His arms / and ] am completely 
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outside of the whole world, / But E, so mortal, so insignificant 
n the world, contemplate în msself completely the Creator of 
the world. / And 1 know that ] will not die / because | am 
inside of life, / and that [ have the entire life that completely 
flows out from within me. 

Although the dichoromy in Chnstendom between East 
and West can be exaggerated, a difference of emphasis must 
be acknowledged. It is significant that the image which dom- 
inated the church building, in the West was a crucifix placed 
above the choir screen at the crossing; of nave and transept— 
a painful image ot Christ's body stretched out in sacrifice. In 
the Byzantine world, by contrast, the church was conceivecd as 
an intimate vessel in which a personal assimilation into God 
might be realized. The dominant image was the Chnst 
Panrokrator in the circle of the dome, such as that seen at 
Daphnu. The carele itself 15 a symbol ot unity, and the blessing 
figure of Christ embraces the faithful in the nave below. 


The second major doctrinal difierence lies în the very 
understanding of the role of images in worship. As John 
Meyendorift has observed, “Of all the cultural families ot 
Christianity— the Latin, the Syrian, the Egyptian, or the 
Armenian — the Byzantine was the only one in which art 
became inseparable from theology* The presence of icons 
15 the most striking feature first noticed upon entering an 
Orthodox church (see illus. on p. 26). Lhis did not come 
about all at once but over time and with a great deal of con- 
troversy. In the end, however, the result was a special wed- 
ding, of art and faith that is umque in the history ot rehgions. 

The term zc02 in its strictest sense identifies a painted panel 
ot a sacred subject intended for veneration. În a broader sense 
the term can be applied to sacred images in general, whether 
in smaller, personal objects, such as ivories and enamels, or in 
larger, permanent mural decoration. Pancl paintings, because 
of their scale and mobility, entered readity into the cbb and 
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fiow of public hfe. They could bc brought out for venera- 
tion on special occasions, carried about in processions, cven 
used as palladia to protect a city in time ot war. Candles were 
lighted before them, incense was ofiered, and petitions were 
made to them. 

In Greco-Roman antiquity—that is. in pre-Christian 
times — cult images were customarily statues of the gods, and 
great temples were builr to house them —the Parthenon in 
Athens, for example, which contained Phidias's gold-and- 
vory statute of Athena. Alongside such pubhce and oficial cult 
images, however, there also existed painted panels of the 
gods, which one might call “pagan icons.'2* Less expensive 
and more intimate, they werc used in private, especially in the 
domestic realm, and they show many correspondences with 
later Christian icons. Single or grouped figures in static poscs, 
carrying emblems of their special power, they stare directly at 
the beholder, their heads ringed with halos. In the home such 
images were placed in niches, which were at times provided 
with trprych doors to close them. Lighted candles were set 
before the images, Lhe Chnstian introduction ot icons repre- 
sented continuity vath this pagan religious usage, 

Initially venerared in private and only gradualiy introduced 
into the church, the Christian icons posed problems borh 
because of their pagan connections and because of the 
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absence of a Chrisnan theological rationale ro justitiy them. 
By the sixth century churchmen were offering excuses for 
them, even while adrutting their dangers. “We permit simple 
folk [incapable of a more intcilecrual approach] to icarn . . . 
things in an introductory manner by means of sight, sad the 
bishop of Ephesus, one Hypatios.** Others refiected on the 
possibiliries of icons as a means to religious experience. The 
sixth-centur poet Agathias composed a sct of verses to 
enframe an encaustic icon of the archangel Michael in which 
he refers to the image expressly as an instrument ot contem- 
plation: “The wax, greariy daring, has represented the invis- 
Iblc, the incorporcal chicf ot the angels in the semblancee ot his 
form. Yet it [the work of painting] was no thankless [task], 
since the mortal man who beholds the image directs his mind 
to a higher contemplation. His veneranon 15 no longer dis- 
tracted; engraving within himself the archangc!'s traits, he 
trembles as if he were in the latter's presence. [he eyes 
encourage deep thoughts, and art is able by means of colors 
to transmit [to its object] the prayers of the mind."*” The con- 
templation of the image put one in the immechate presence of 
the angel, and the reciproca! gaze of the figure — the direct eye 
contact — allowed one to send forth prayers to him. 

The number of icons that have survived from the sixth and 
seventh centunies testifies to the popularity of the cult in the 
period before Iconoclasm.* But the lack ot rheological sup- 
port was a distinct weakness, something, the Iconociast move- 
ment of the eighth century took advantage of. Arguinp that 
the divine nature couid not be crcumscribed in a picture and 
that Scripture forbade che making of images, the emperor 
Leo III ţr. 717—41) initiated a policy against icons by remov- 
ing the image of Christ from the gate of the imperial palace 
in 726. His son and successor, Constantine V (£. 7411-75), 
expanded he campaign against icons into a broad attack on 
monaşticism, 1n Which the cult of images was especially 
ingrained. In 754 he even convoked a council that endorsed 
his position, asserting that the making ot icons of Christ 
eftectively cleaved Christ in ro, separating his human from 
his divine nature, because only his human body could be rep- 
resented. It was this challenge that provoked Orthodox 7heo- 
logians to formulate a theology that might fustuty the use 
Of 1cOns$,*7 

The defense of images was presented first ot all as a corol- 
lary to the doctrine of the Incarnation. As the theologian 
(later saint; John of Damascus (ca. 675—753/54) expressed it, 
“When he who is bodiless and wirhour form, immeasurable 
in the boundlessness of his own nature, existing in the form 
of God, cmpties himself and takes the form of a servant in 
substance and in stature and is found in a body of flesh, then 
you may draw his image and show it to anyone willing to 
gaze upon it." Images ot Christ, then, became a way of 
reasserting, the full humanity of Christ. In the second place, 
the Orthodox appealed to a Neoplatonic theory of the image, 


affirming its transparency as a medium of communication 
with Grod. În 787 the empress Irene convoked another coun- 
cil, known as the Second Council of Nicaea, which reversed 
he decisions ot the Council of 754. The transparency of the 
image was explained in the following terms: “The honor that 
15 paid to the imașe passes on to that which the image repre- 
sents, and he who does worshp to the image does worship to 
the person represented in ît."** The eventual demise of the 
imperially sponsored Iconoclast policy is a sign both of the 
strength of monastic resistance and of the powerful hold that 
icons had on the imagination ot the peaple. 

Armed now wirh the logic of an exalred theology of icons, 
the Church began an unparalleled expansion of the use of 
images in the period after Iconoclasm.** In 843 the Feast of 
Orthodoay was introduced into the calendar, marking the 
defeat of Iconaclasm with a procession of icons from the 
Church of the Virgin in Blachernai to the Cathedral of Hagia 
Sophia. In 843 Michael III tr. 8342-67) restored the figure 
of Christ over the Chalke Gate of the Great Palace in 
Constantinople and in 856 he placed an image of Christ 
Enthroned above lum in the Chrysotrikhnos (Golden Hall). 
As the emperor had led in the campaign against icons, he now 
led in their reinstatement. In 867 Michael [Ii and Basil | 
(r. 867—86) began the decoration of Hagia Sophia with a pro- 
gram of mosaic images, starting; with the image of the Virgin 
in the apse, which was a signai for the redecoration of 
churches throughout the empire. 


CHURCH ARCHITECTURE 


The primary locus of the Byzantine religious experience was 
the church building. YVhether it was a ciry's cathedral, the 
katholikon of a monastery, ot a private domestic chapel, the 
church was where people went for their religious needs — for 
baptisms, communions, weddings, and tunerals, for Sunday 
gatherings of the community or for solitare moments of 
private prayer. The church was also the most important arena 
for Byzantine art, and the art within the church building 
was closelv related to the religious experience that took 
place there, 

The Bvzantine :s one of the great schools ot medieval archi- 
recture.t* Like the Gothic, it 1s a school ot international 
dimensions, reaching from Rus in the north to Med- 
iterrancan Cyprus in the south, and from Armenia in the east 
to Italy in the west. Its principles, however, are radically 
different from those of the Gothic. In contrast to the tunnel- 
ke naves of the medieval churches in the Yesc, which draw 
one forcefuliy roward the sanctuary at the end, Byzantine 
churches are centripetal, lifting one's gaze heavenward 
toward the central dome. Based on the cross, the carele, and 
the octagon, the central unit 15 as symmetrically designed as a 
flower or a crystal. The scale tends to be modest. Yhereas 
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Virgin and Child, Apse mosa, 867, Cathedral of Hagia Sophia, 
Constantinople. Phato: Thomas FE. Mathewes 


Gothic architecture 15 intimatele med ro the structural 
advances involved in making walls ever lighter and vaults ever 
higher, Byzantine architecture displays its virtuosity in subtle- 
ty of design and refinement ot detail. 

Thus is not to say that Byzantine builders had lost the abili- 
ty to erect grand structures. In Constantinople 2 great many 
grand churches of Early Christian date were maintained and 
repaired throughout the Middle Ages. These were the spa- 
cIOus, galleried basihcas, such as the 'Theorokos Chalko- 
prateia, or the grand domed churches of the emperor 
Justinian, such as the Church of the Holy Apostles and the 
Cathedral of Hagia Sophia (see illus. on p. 28). În the 7sos the 
ponderous vaults of the Church of Saint Irene were rebuilr 
after an earthquake, and in the 780s the Hagia Sophia of 
Thessalonike, the largest church of that city, was erected. In 
the period after Iconoclasm, however, there was not much 
call for new bwlding on this scale in Constantinople. The 
largest new Byzantine churches, often modeled after the ven- 
crabic Early Christian edifices of the capital, were erected in 
newer cities. Ihe Venetians, for example, in their San Marco, 
copied the five-domed Holy Apostles, and the Bulgarians 
adopted an Early Christian plan for Hagia Sophia in Ohrid. 

It was not only the rich heritage of carlier churches that 
discouraged large-scale new building in Constantinople; it - 
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Cathedral of Hagia Sophia, Constantinople, 53237. Photo: Thomas E. Mathews 


Plan, Church of Saint Eas, Constantinaple, rebuult in the 87os by Basil |. 
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was also a matter of a new aesthetic in which subtlety and inti- 
macy came to be valued over sheer size. În part this may have 
been a consequence of a liturgical shift toward a more interi- 
or worslup.* Whule the ceremonial ot the fifth and sixth cen- 
turies involved a great amount of processional movement 
within the church, the medieval liturgy was structured 
instead around a series of appearances — dramatic moments 
when the clergy would come forth rom the sanctuary for the 
showing ot the book and the sacrament, Accordingly, the 
long processional layout ot the earlier churches was aban- 
doned for a more compact plan. The reduced scale may also 
have had something to do with the new domestic context of 
church architecture. It is significant that ail of the churches 
erected by Basil I, who was a very energetic builder, were pri- 
vate churches within the imperial palace.** Churches and 
chapels were also regularly part of the houses of the well-to- 
do, their splendor matching in reduced scale that of their res- 
idential settings. 

The plans of the new churches may also owe something, to 
their domestic context, Ît was not unusual in domestic archi- 
tecture for reception rooms or even bedrooms ra be centrally 
planned domed strucrures.* In church design three kinds of 
domed plans gained popularity. These plans presented 


alternatives for the design of the nave, or central unit of the 
building, each of which could be vaned by the syrmmetrical 
addition of side bays and conchae, so that the possibilities 
were endless. 

The simplest of the three plans was a dome over a cross- 
shaped ground plan.** The Church of Saint Elias in Con- 
stantinopic, called the Arik Mustafa Pasha Camil, rebuilt in 
the 87os by Basil I], is one of the earhest examples ot this 
kind.*” This type could be erected one or two stories high, 
and it had the advantage of presenting large, flat wall surfaces 
for painting, Builders in Rus” werc especially fond of this 
tepe, which they vaned by changing the proportons or by 
adding bays.5* 

In Constantinople, however, and in the Aegean basin, the 
most popular plan was a dome resting on four columns 
placed within a square.” This was the plan used by Emperor 
John II Komnenos (1, 1118-43) in his Church of Christ 
Pantokrator in Constantinople (1136), veth 15 tyenty-three- 
foot dome,. În the vertical sequence of volumes the corner 
vaults above the tour columns transform the square into a 
cross; and above the cross four barrel vaults and pendentives 
efect a transition to the circle of tie drum and dome. Hence 
the building consistred of a subrle successian of forms — from 
square to cross to circle. This tour-column unit could be 
expanded with apses on the ends of the cross, resulting in the 
roseate plan of the Church of the Fioly Apostles in Athens. 
This buiding type presumed the availabiliry of monolithic 
marble columns— reused from older buildings, since the 
quarrying of marble had ceased în she sixth century. The color 


Plan, Church of 
Chmst Pantok- 
rator, Constan- 
nnople, erectecd ini 
1136 by John II 
komnenos, Re- 
stotred section, 
Redrawn from 
van Millingen 1912 





Spasa na Nereditse Church, near Novgorod, Russia, erecred by Prince 


larosla+, 1198. Photo: Thomas FE. Mathews 
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Church of the Holy Apostles, Athens, 11th centurț. Photo: Bruce White 
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Church of the Monastery at 
Daphni, Greece, 1th century. 
Restored section. Redrawn 
from Millet 1899 


and finish of the columns set the tone for the decoration of 
the interior with marble revetments, and the vaults presented 
interesting surfaces for mosaic or fresco at different heights. 

The third nave plan was the most elegant, consisting of a 
dome on eight arches,** This plan is seen in Phokis, Greece, in 
the carly-eleventh-cenrury Church of Hosios Loukas, where a 
cubical nave was crowned with cight arches, on which was 
placed a broad rwentv-eight-toot dome (see illus. on p. 20). 
This design offered a more unified and more spacious nave 
than the four-column pian, The central cube at Hosios 
Loukas was extended în cruciform shape, presenting a mar- 
velous complexity of angled views from lghted to shadowed 
spaces around the nave. 

The domed unit, called the naos, or nave, constitured The 
midpoint of the church, the congregation's space. It was one 
of three parts that made up the church as a whole. The 
entrance was located on the west side, and it led directly into 
an outer church, or narthex, that preceded the nave. This was 
a transverse hall used for baptisms and funerals or for the 
chanting, of the night hours în monastreries. On the east side 
of the nave lay the sanctuary, or bema, which consisted of 
three apse spaces side by side. The larger, central apse con- 
tained the celebrant“s throne and the altar on which the bread 
and wine were consecrated; the left apse housed the prothesis 
table, for preparing the bread and wine; and the right apse 
contained rel:cs and church utensils. This triple sanctuary, the 
holy of holies, was off limits to the laity and was separated 
from the nave by a templon barrier, which consisted of a 





parapet surmounted by colonnettes carrying an epistyle, The 
addition of icons to the templon created the iconostasis, or 
icon screen, an opaque wall that served to separate the clergy 
from the laity-* The laity occupied the nave itself, men an 
the right and women on the left. This was their place of 
encounter with the divine; here they received instruction 
through the reading of sacred scriprure; and here they 
received the Lord himself in the sacrament of communion. 
Each part of the church thus had its own functions, and these 
functions in turn affected the decaration of the building. 


CHURCH DECORATION 


Art in the church may be diwided into three large categories; 
the permanent decoration of the walls and vaults in fresco or 
mosaic; icons, which could be either mobile or permanenriy 
attached to the templon; and the portable vessels, vestments, 
books, and reliquaries used in Church ritual. Because no 
Byzantine church survives în its medieval state, considerabile 
magination 15 required to picture the full eftect of this con- 
centration Of art in the church intenor. Lhe great majority af 
churches were despoiled ot their treasures, whether by the 
YVenenians (the church at Daphni, for example, in 1207) or by 
the Mongols (Sviata Sofiia of Kiev in 1240) or by the Turks 
(the churches of Cappadocaa in the twelfth century and those 
oi Constantinople in 1453). Moreover, those churches that 
have remained ;n continuous Orthodox use (as on Mount 
Athos) have been repainted and refurmshed a number of 
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Dame of the central crossing, Santa Mana dell'Armmuraglio (the Martorana), 1i43-ş1, Palermo. Photo: Bruce White 


times since their founding, The joss 15 most lamentable in the 
capital of the empire: not one Middle Byzanrine church in 
C-onstantinople retains its original decoration. Outside the 
city, however, several churches preserve the greater part of 
their mosaic programs: Hosios Loukas, Phokis (ca. 1025; sec 
illus. on pp. 20 and 35); Sviata Sofiia, Kiev (1046; see illus. 
on p. 272); Nea Mone, Chios (ca. 1oşo); Daphni, near Athens 
(ca. 1080); and Santa Maria deilAmmuragho (the 
Martorana), Palermo (1143—51).5* În addition, frescoes remain 
in a great many more churches; to name only a few: Cavuşin, 
Cappadocia (963-69); Panagia ton Chalkeon, Thessalonike 
(1628); Hagia Sophia, Ohrid (ca, 1oşo); Saint Panteleimon, 
Nerezi (1164); and Panagaa tou Arakos, Lagoudera, (oyprus 
(1194).5 Icons and other portabie treasures have fared much 
worse; hardly any remain in their original situation. The rich- 
est con collection, that of Saint Catherine, Mount Sina, ani 
the church treasuries of he Great Lavra, Mount Arhos, and 
of San Marco, Venice, may suggest to our imagination the 
splendid furnishings of the medieval Byzantine church.55 
The permanent mural decoration of the Byzantine church 
nave followed a special iconographic system that made opti- 
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mum use Of its compact design.” The decoration and the 
architecture complement cach other so nicely that the build- 
ings seem made for the images rather than vice versa. The 
impression of the images that surround one on all sides at 
Nea Monc and Santa Maria del'Ammiragiio 15 unlike the 
experience ot painting, in the Renaissance tradition, Otto 
Demus formulated the classic description of this experience: 
“The image is not separated from the beholder by the “magi- 
nary glass panc of the picture plane behind which an illusion- 
istic picture begins: ii opens into the real space in front, 
where the beholder Lives and moves. His space and the space 
in which the holy persons exist and act arc identical . . . . The 
Byzantine church itselt s the “picture-space of the icons . . . . 
the beholder feels himself witnessing; the holy events and con- 
versing; with the holy persons, He is not cut off from them; he 
Is bodily enclosed in the grand icon of the church; he îs sur- 
rounded by the congregation of the saints and takes part ini 
the events he sees."s& 

The immediacy of this experience is demonstrated the 
moment the Orthodox enter the church. They begin by 
circulating to venerate the images of the saints, whether in 





Crucifion. Detaul ot an urth-century mosaic, Church of rhe Monastery 
at Daphui, Greece. Photo: Thomas FE. Mathews 


panel icons or in mural decoration. The traditional grecting 
of the icon begins with proskypesis, a thrice-repeated deep bow 
n which onc touches the ground with one's right hand and 
makes the sign of the cross, Next one touches and kisses the 
ICON, Or aspasmos, and lights a candle. Finally one converses 
with the saint, addressing, one's prayers to the holy figure. 
Entering the church means entering the communion of saints 
and joining, their ranks. 

While these sanctoral icons are located closest to the 
churchgoer, the great events of the life of Christ are repre- 
sented higher up, in the vaults surrounding the nave. Ihe nar- 
ratives, reading from left to right around the nave, picture the 
same events commemorated by the liturgy, and hence they 
are called the festival icons. But the set was not fixed and 
might be greater or smaller depending on space or selection 
of material. The program at Santa Maria del Ammiraglio, for 
example, shows the lite of Christ from the point of view of 
the Virgin through a presentation ot just four scenes: the 
Annunciation, the Presentation, the Nativity, and the 
Dormition.* In a world where only the educared few were 
literate, the power of pictorial narrative must have been felt 


much more forcefulby than it is today. But the intent was 
more than mformatrional; the scenes and images invited the 
spectator to experience the event represented, As the patri- 
arch Tarastos remarked at the Second Council of Nicaea, “If 
we sa an :mage showing our Lord crucified, would not we 
also have wept? . . . For therein îs recognized the extent of the 
abasement of God who became man for us" 

The clhmax of the nave program is the larger-than-life half- 
length image ot Chnst Pantokrator in the dome. Whule the 
proportons of a Byzantine nave are flexible — some are steep- 
er than others —it has been shown that they are governed by 
an inscribed isosceles triangle, the apex of which is the sum- 
mit of the dome and the base of which is the width ot the 
nave.” The crown of the dome, therefore, is visible from 
whercver the vicwer stands; or, to put it another way, the 
Christ în the dome can see all those whom he blesses below. 
This is important in view of che ritual purpose of the nave, for 
here the Gospel book thar Christ holds 1s read, enlightening 
the souls of the believers, and here they receive his ultimate 
blessing, the sacrament that transforms them into Christ. 

These three zones —the sanctoral cycle, the festival icons, 
and the Pantokrator — constituted the formal nave unit, This 
unit was complemented by he decoration ot the bema and 
the narthex with images that made reference ro the particular 
uses of those parts of the church, The bema program was con- 
cerned with the clergy and the Eucharist.* Its walls were 
often decorated with scenes of the bishops of the church 
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Portion of domne visible from the nave ot a Pyzantine church. Redrawn 
trom Mutsopulos 1962 
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Bishops Celebrating the Liturgy. Sanctuary apse fresco, ca, 1230, Church of Saints Peter and Paul, Veliko Titrnovo, 


Bulgaria. Photo: Bruce White 


assisting at the ltrurgy, while in the apse above, the 
Incarnation was represented by the Virgin holding her child, 
foreshadowing Christ's reincarnation in the Eucharist. In the 
narthex the Last Judgment was often represented, alluding to 
the use of the forechurch for funerals. 

The program of mural decoration was the mother of 
countless smaller programs. The decorarion of the icon 
screen and of portable obyects used in the church tended to 
recapitulate or quote from the program described above. 
Thus a set of the festival icons became a standard part of 
iconostasis decoration, placing before the gaze of the faith- 
ful the mysteries that surrounded them in the vaults.* 
Indeed, the festival subjects were extremely popular in 
Byzantium as a compendium of thc life of Christ and were 
used on smaller portable objects, such as ivory icons, 
books, and reliquaries. The sanctoral set of the church's 
program also lent itself to excerpting; the enamels that 
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decorate chalices and reliquaries presented the saints in 
sets, such as the apostles, the Church Fathers, or the mili- 
tary Saints. Separate images of Christ Pantokrator or the 
Virgin were suitable to a wide variety of situations. In this 
way the practice of icon use was carried to its logical con- 
clusion, providing an imagc for intercession wherever one 
was enpaged in prayer. 

All of these separate elements added up to a total experi- 
ence of special intensity. Whether peasant or landowner, foot 
soldier or emperor, the Byzantine found his or her religious 
center in an ambience of oriental richness, in a church teem- 
ing with gilded images, and in a ritual that attached great 
importance to the symbol:sm of candles, incense, vestments, 
reliquarics, and gold and silver utensils of all sorts. Entering 
the church, one entered a very difterent world from the fields 
and streets of everyday life, and that special world was the cre- 
ation of the Byzantine artist. 
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Virgin and Child. Apse mosaic, early rrth century, Hosios Loukas, Phokis, Greece. Photo: Bruce White 
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1. Fragment of a Panel from a 
Templon Screen 


Byzantine, gth-iath century 
Marble (possibly fram Thassos) 
70 X 110 Cr (31 x 43 în.) 


CONDITION: The slab was found with one crud 
missing; adjoining a circular cut f(trom previous 
use?!, a chtpped-ait corner has been reatuced; the 
back is uncarved and uniinished, 


PROYENANCE: Excavared from a kallen position in 
the Viile Byzantine church at Spnaxis, on the coast 
of Thrace, 


Archaeological Callection, Eavala, tareece 
IHMS/B6.21! 


The history of rhus panel, from a small monas- 
tic church situateal in the foundations of a 
large Early Christian basilica on the site of 
a pagan shrine, is eloquent of the fortunes 
Of Byzantine Thrace." Carved as a Middle 
Byzantine bomage to fifth- or sixth-century 
models, like the Pranghi capital (cat, no, 4), 
it was slotted between the colonnettes ot the 
remplon screen and left bchind, cut down 
for reuse, when the building was abandoned 
in the thirteenth or fourteenth century. The 
screcn's other panel, sawed in no, recapitu- 
lates a chfterent early prototype, în a pairing 
that favors contrast over symmetry.” 

The pattern of linked quatrefoils filled 
with acanthus rosettes was popular in marble 
relief în both the Early aud Middle Byzantine 
penocdls across the Adriatic, as well as at eastern 
Mediterranean sites; it appears in varlations 
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in other medka.* Headpieces of luxury manu- 
scripts such as the Morgan Lectionary (cat. 
no. 60) hint at the possible mecheval color of 
the carvings and imitate the patterns of 
telated screens and marble frames.* The repeat 
quatrefoils with circular loops between 
them thar afhix them to the frame appear in 
Constantinople in 1118-24, in the inlaid mar- 
ble ot the opus sectile floor în the south church 
of the Pantokrator, buult by the empress Irene. 

Only this double-strand framework and its 
recessed background are precisely finished; 
the lobed and trefoil units that radiare our 
from the ringed, buttonlike studs within the 
quatrefouls show; tooling anul drill work in a 
random sequence, suggesting an unfinished 
stațe. The two multiarmed crosses ans the 
incomplete design beside them may originally 
have been balanced by other, sinular motts 
before the slab was cut dowm.* 
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2. Two Transenna Panels 


A. Gnifhin 

Erzannine, Iath-11th century 
Marble 

90 x 72% 5 Cm [35% x 28% x an) 


Laz BITIOoM:! Ihe left vertical edge is nussing; the 
surface has laked away in places. 


PEOVENANCE: Eeused im the sanctuar sereeri cf 
the karalieon ol * latacon Wlonaster. 


The Holy Monasterr at Ylatadon, Thessalonike, 
Oreece (MB 93) 


Within a frame conssting of a flat border 
of differing widths on each side, a griflin is 
shown facing left. Lhe animal is convenuion- 
ailv described, with one wnng extended and 
the tail raised. The schematic depiction îs in 
low rehef, with a sharp, rough outlne. Details 
ot the head and wing are mdicated by scoring, 

Althougi the theme of the gnfhin — known 
to the Byzantines as a frppalectryon — Was 
Eastern in origin, the animal is represented 
in Christian art as a guardhan of tombs and 
churches and, because :t is part eagle and 
part iion, as a symbol ot the dual nature of 
Christ. Drawing upon this same symbolism, 
images of grifhins became widespread in 
Byzantine art — especially in sculpture — 
adorning the architraves and plaques of sanc- 
tuary screens and sarcophagi. 

The srylized representation of the grifhin 
and the flat, linear execution of ihe panel 
relare it to a group af animal reliefs in 
Constantinople; Stara Zagora, Bulgaria (nuw 
n the Narional Archaeological Muscum, 
Sofa); and the Little Metropolis in Athens. 
These works, which date from the tenth to 
the eleventh century, are enrirely lacking în 
plasticity — almost as if the Macedonian 
renaissance, which saw a renewed emphasis 
on the three-dimensional quality of sculp- 
tural forms, had left no lasting, effect what- 
soever on the artists who carved them. 

This panel was one of a pair of confronting 
grittins. Reused in the origanal sanctuar screen 


of the &atboltkon (main church) of Vlaradon 
Monastery, they were placed on either sicle of 
the “Beautiful Gate” 

TH P 


LITERATURE: Xyngopoulos 52, Rp. să-â9, 
fig, ză, pl. D2;, Pazarăs 1977, [i 75, DO. 42, el. XXIII. 


E. Cross 


Byzantine (Îhessalonike;, roth-—1th centuri 
Marble 
89% ÎL %X 7 CM (34 % 31 4% 241.) 


Th Boly Munastere ot Ylatadon, Thessalonike, 
Uareect (MB 92) 


The central compositiona! element of this 
pane] constitutes an iconographic tepe ot 
the Resurrection. Within an arch supported 
by two columns 15 a cross that stands on a 
plinth with three steps. To the left and right 
of the cross 15 a symmetrical foliated anthemia 
pantern, which together with rhe cross forms 
a lyre-shaped ornamental motif. Tlus central 
decoration 15 surrounded by a broad, fat 
outer border enclosing a narrower border 
with a twisted-rope design interrupted by a 
sees of three rings haifway along cach side. 

The leaf-bearing cross, a variation on the 
tree ot life, was a fivorite theme in Byzantine 
art, While this mouit 15 found on Early 
Christian tombs and was a popular subject 
both during and after the Iconoclastic period, 
its use became particulariy wilespread on 
Byzantine sculpture — above all on sarcophagi, 
SInce it so aptly conwveys the concept of the 
Cross as the symbol ot redemption ani hte. 

That the relief was executed with great 
care is underscored by the extreme attention 
to svmmetry, the rhythmic pattern of the 
ornamentation, and the highly decorative 
nature of the design. It is these characteristics 
that relate the panel to other rehef canrings 
and sarcophagi known to have came from 
Thessalonike and dating from the tenth 7o 
che eleventrh century, 


e 


| 
[] 


| 


TAT 


L. See Pazaras 1977. pp. 4+8—sr, 8i-86, pls, avu, 
XVI; Pazăras 1955, rio. 22, pl. 17h, anul nuca. 2, 


pl. 1%, 


LITERATURE: LD. Rice, Byzanhine drt, 1965, p. 16, 
fig. 450; Pazaras 1977; Pazaras 1988; Ihessalonuike 
1994, Pp. 12, 14. 
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3, Parapet Relief Slab 


Byzantine țConstantinople), roth or 1th centaur 
Marble 

68.3 x Bo CI (27 X ŞI: IN) 

COANDLTLAN: Sume of țhe border 15 lost on three 
sides;, po small losses along the right sude arc restored, 


The Metropolitan Museurn af Art, New York, N.Y. 
Flercher Fund 1947 (47100.47) 


In this simple abstract design a three-strand 
ribbon enframes the panel, tists inte a 
lozengc, and finally knots around a star rosette 
in the cenrer; the corners are decorated with 
dlehcate interlaced stars and encireled leafy 
crosses. This style of crisp carving in shallow 
rehef, with a definition of forms in sharp little 
valleșs, appears in 907 at the Church of the 
Virpan iu the Lips Monastery in Constantinople, 
On the basis ot paraliels with the nbbon- 
lozenge design at the Church ot Hosios 


Loukas, Phokus, tareece has been suggested 


as the place of origin.! But closer parallels 
can be cited in Constantinople, at the Vefa 
Kulise Camui and the Archaeological Museum 
of Istanbul.” The Musce du Louvre has a relat- 
ed piece, also assigned ro Constantinople.? 
Marble plaques ot thus kind were com- 
mounly used in churches to form the rem- 
plon, which separated the sanctuar from 
the nave. V'rom nme mmemorial, knots and 
stars have had auspicious and apotropaic 
assuciations; such associations would not 
have been inappropriate on the sancruary 
Dbarrier, TEM 


[. Brenk 178, pi. 87. 

2. See Firarli rage, nos. 3ozb, 334h; and. far the 
relictă in the facade af the Yefa Kilise (amii, 
Pulger 1873-86, pl. vit; Mathes 1976, pl. 40.14. 

3. Lourere, Departement des Sculptures, in. B.F. 
2188; Paris, year, 1992, p. 227. 


LITERATURE: Prenk 197, pp. 85-88. 
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4. Fragment of a Colonnette 
Capital 
Eyzantine (probably Thrace), r2ih-azth century 


Marble 
DIAM. 21.5 cm (82 în.) 


LON DITION: 1Vui only ca ot its four faces pre- 
served, this tractured capital 'aras cit behind when 
corresponding piices wcre removed; the rnarbic has 
vellorzed and calcihed on the carved faces; a pattern 
af accentual drill holes remains, and a Proxhlke lead 
fitang sugpgests that the piece was formerly part at a 
COlUTIN. 


TROYVERNANCE: Excavated irom a church at 
Pranghi, Evros (Vhrace), 


Archacological Collection, Lhidymoteichon, Greece 
(EPR/19%8.ML6) 


This disrinctively Byzantine, postelassical 
acanthus capital, excavated at the site of a 
mecheval church west of Constantinople, 15 
a Komnenian adaptation of sixth-century 


models to a simpler carring, techmque.' The 
capital was possibly made of reused marble 
cut down from an earlier work; the self-con- 
tained profile and compact shape, disrilled 
and modified from true Corinthian capitals, 
were the result of practical necessity.? 

With a square abacus and to leaves on 
each face screening the entire surface, the 
scheme matches Justinianic capitals in the 
Church of Hagya Sophia in Constantinople 
anl in “Basilica B” at Philippi, as well as 
ones reused in the Fatih Camil ar Tiilye in 
Bithynia.* The tall leaves that define the cor- 
ners of Corinthian capitals are here shifted 
in position, with the ribs marking the center 
Of each face. As on the monogram capitals 
:n Hagia Sophia, the leaves curve outward 
to accentuate the central swelling of the sur- 
face, without projecting from it.* A more 
schematic, reductiwe version of the leaf— 
vath arching, smooth-edged lobes flanking 
a pointed tip at the top and subsidiary 
acanthus palmettes above the neck ring— 
appears on the stuccaed capitals tor the 
church that the sebastokratur Isaac Komnenos 
buil at Bera (present-day Pherrai) in the 
mid-twelfth century? 

This small and precious capital probably 
supported rhe beam af a templon screen. 
Such capitals, framing icons as holy pres- 
ences at their heavenly gate, would have 
honored the holy images with a refutation 
af time, evoking an earlier period when the 
empire'$ ne churches, fitted anth marble, 
invited heaven and earth to meet, 

EDM 


1. Bakirtzis 1978; Baktrtzis, “Byzantine Fhrace; 1994, 
Pp. 151, 156, 180, 204, 209. Far related capitals, 
see Kautzsch 1936, pl. 39, nos. 46, 49, pl. qo, 
nos. 670, 672; Mathcws 1976, p. 3, hp. 1-14: 

A. Grabar 1076, pp. 5253, na, 44, pl. XIXa, 


a PŢLAE  iaORRE cm i cad ae 








2. For the arigins of the design, ste E, Maguire 1985, 
pp. 163-66; Kitzinger 1977, pp. 78-80; Strube 1984; 
see also note ș Pele, 

3. Wiathews ra76, hps, 41-si, 31-73; E. Maguire :gâg, 
pl. X1*1: Mango, Byzantine, 1978, pp. 97-98, 
hg. 1ig, right. 

4. Mathews 1976, Îi, 3I-sr. 

$. Bakirtziş, Byzantine Thrace, 1994. PR. 48, 5a; 
Eakurtzis, “Byzantine Thrace; 1994, Rp. 1839-89, 
ius, p. 191; Mango 197%, pp. 136—37. Foc the hiz- 
tor at rhe leat mppe, see Strube 1083, pp. 86-04, 
plz. zoa (end face) and 2oe, and zrc (lower regis- 
ters), Grabar 1976; Bakurtzis, “Byzantine Ihrace, 
1994, p. 204, at Pranghi; Zekos 1959, fig. $; 
Euchraalii 1yș6, figs. 7, 124 14, 20, 22 24, 48. 


Î.LTERATURE: Bakurteis 1978, pp. 327-209; 
E. Maguire 19â9, p. 171; Bakirtzis, “Byzantine 
Thrace.” 1994, p. 1fi9. 
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5. Architrave Fragments from a 
Byzantine Church 


Bzanune (Mosynopolis, Western Thracr), cond 
half of th century 

Marble 

13,5 % 266 cm (sin, x 8 [t. 8% in.) 


INSCRIBED: În Greek, Seeing this gate, reflecr; 
Thar vithin iv is a more glonous house Which 
Cemsranrine, în great love and faith / Built for the 
diine benefit of many. 


Archacelegical Museum, Komiotinui, Greece (29) 


'hese architecnural tragments and their metri- 
cal nscription, wluch consists of four twelve- 
syilable lines, date from the second haif of the 
eleventh century, when the forufied ciry of 
Maosynopolis was at the height of its prosperity, 
The idennt; of “Constantine” the founder of 
the church, remains unknown, AA 


LITERATURE: Asdracha 1976; Asdracha aud 
Bakirtzis 1980, n. 20. 
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6. Fragments from Iwo lemplon 
Screens 


Byzantinc (Thebes), 121h century 


Marble 
730 X 210 X 20 crm (23 ft. $ in, X 82% Lt. X 7% LI.) 


Sagmata Monastery, Thebes, Grecue 
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These 130 marble [ragments arc from two 
different screens from the kathotzkoa of the 
Sagmara Monastery, near lhebes in Bosnia. 
Most were once used as building, materials 
in the monastery complex. Apart from three 
pieces that appeared in a publication of 1979, 
the: have not been published until now, and 
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they have never before been cxmbited. The 
sereens to which they belonged dare ro the 
uwelfth centure but were made fitty to sevente 
years apart, a production history that corre- 
sponds to the chronology of the construction 
of'the Sagmata karholikon, which, it has recent- 
Iy been established, was carried out in Po sep- 
arate phases during the tweltth century. 

The sculprures are excellent examples of 
the so-calied nwo-level cechnique ot carving, 
în which high-relief bosses or animal forms 
are depicted against backgrounds of low-relict 
foliage. Their excellent quality testifies to 
che improvement in the technical skills o£ 
carvers trom central Greece that toak place 
during the tweltth century. he carvers 
responsible for these tragments belonged to 
a distinct local school influenced by the archi- 
tectrural sculprures ot Andros and Athens, Lis 
school developed with the nise of a local aris- 
tocracy, which coincided with the disintegra- 
ton of the central government that precedec 
the Latin occupation of Greeut, 

Untortunately, the small size ot the trag 
ments does not allow tor an exact recon- 
srrucnon of the original screen. The segment 
of'the sugpested reconstruction te the Ieft com- 
bines pieces frum two chflerent examples in 
order to convey the best possible rdea ot the 
appearance of a Middle Byzantine screen. 

5% 


I. [.. Pouras 17, pr. 7. 


LITERATURE: L. Bonaras 1979, p. &7. 


7. Funerary Inscription Attributed to 
Isaac Komnenos 


Byzantune (Pherrai, Lhrace”, second half of 2th ceruri 
Marble 
9ș X 99 CI (37% X 39 IN.) 


ÎNSCRIBFED: AICBHCIN EMIUKPALNUIS H KAI 
KAPAJAAA DD BPABEY TA TUN RAADS Li 
ENEOAAEȚFKAL IAAIX ATTA AAMBANLIA ENA 
OEAHC, IC CTAXI N, tut XIAPT API. 9 TAYRYr 
MEAIL/CAIC AIUHER AIE TOTUL OHCAYTPICAIC, 
(CE TAAAEC TI SENAPOS EIC TPEODHC NEAGY 
KATAMDYTEXCA IC iN AATPIA Ti AECILOTII 
[.... embiterng feeling and the heart, But cheu 
ho «dis penserh che blessings in thus xorld and vrith- 
drawerh rhem again accoriibg to th will, preseree 
him as an ear of corn, as a pearl, as sweet honev in 
aenur storehouscs. Plant YoLir morshiper, the Aripotes, 
35 a flourishing rece in che vallev of bliss jrrans. N. P 
Sevtenko]) 


CONDITION: The plaque is broken at the top, and 
he intreuluciery Lunes ot che nscripeicn are missing, 


Exclesiastical Museum, Alexandroupulis. Greece 
( Byzantine Înscripticons, 17) 





The inscribed plaquc, found inside the Church 
ot the Theorokos Kosmosoteira, Pherrai, îs 
clearly funerary, commending the suul of 
țhe deceascd despotes (lord, master) to God 
in a rich and fowerv language. Although 
the specific meaning; of the title despozes is not 
clear, the plaque is normally associated with 
the tomb of the sebastokrator Isaac Komncnos 
(1093-ca. 1152), the fitrh child ot Emperor 
Alexios I Komnenos (e, 108-118) and the 
founder of the church. 

Following a colorful fe filed sich intrigaue, 
sedition, banishment, imprisenment, and pil- 
grimage, Isaac retired to the wilds ot Thrace, 
riear AunOs, where he buult a monastery dedi- 
cated to the Virgin Kosmosoteira (Savior of 
the Universe). In the rppikon, complered in 
1152, apparently shortly betore his death, he 
gives the specifications for the inclusion of 
his tomb within the church, requesring 
marbles, bronze rails, and portraits of his par- 
ents to be brought from the Chora Monastery 
In Constantinople, with which he had prewi- 
ousiy been associated and where he had had 
a tomb prepared for himselt. In addirion, he 
requests that the tomb be decorated with his 
personal eftects, inclucling an enkolpion and 
an icon Of the Virgin. Although other tombs 
were to be allowed within the monastery 
proper, only Isaac's was to be within the church 
self. If the association of the inscriprion with 
Isaac is correct, it prowides umportant evidence 
for Byzantine imperial burials and îs perhaps 
the only survrving ewridence trom Isaac's tomb. 


Neither the original function of the placque 
nor its position in relation to the tomb is 
known. Lhe inscription, which occupied the 
center of the onginal plaquc, 15 caned în shal- 
low capital letters thar end in drill holes. Eazch 
line terminates in a decorațive scroll. Both 
the letter torms and the hterary style of the 
inscription would accord with a dating; in 
the second half ot the mwelfth century. 

RO 


LITERATURE: F Lispenskii 1907, p. 26, pl. 6; Peru 
1908, pp. 17-75; Orlandos 1933, Bp. 3-a; Asdracha 
ard Fakurtzis 19ăe, pp. 26-63, pl. 86; N. Sertenko 
1954, pp. 135-320, 
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8. Inlaid Icons from the Lips 
Monastery 


A, Face and Arms frum Two Inlaid Icons 
Byzantine (Constantinople), 12th century 
Limestore, inlaid with colored glass 

Face: & x 5.5 cr (2% x 24 in) 

Arms: g.2 3 CT ja X 1 UL SE uz CITI 

(7 14 1.) 

PROYENANCE: Lips Monastery (Fenari Isa 
Cami), (CLOrstaritiruc le, 


Renaki Muscuni, Athens, Careece (1354-3350) 


The 1929 investigations at the Lips Monastery 
in Constantinople vielded mamerous fragments 
at inlac stone icons. [he images on these ICONS 
were formed by cut pieces of colored marble 
and] limestone set into the hollonavecd-cat cavity 
ot a stone panel of contrasting hue. Glass paste 
was often used tu create the fine details ot faces 
and to delineate the folds of garments. Inlaid 
icons supplemented the figural decoration of 
a church and could be used as devorional 
images in smaller chapeis. Lhe bright cotor 
scheme of these panels, often with a light back- 
ground and polychrome inlay, may have been 
copied în the less expensive ceramic plaques 
used within numerous Constântinopohtan 
churches, including the Lips Monastery, as 
icon frames and architectural revetments, 
Recent scholarship has slernonstrated that 
the frontal face and one of the spear-bearing 
right arms were originally set into a plagquc 
ot green Thessalian marble now in the col- 
lecrion of the Archaeological Museum of 
Istanbul (in, no, 4313). The outlines of the 
carved cavity reveal a military saint who stands 
under an elaborate arclwway and holls a spear 
in his right hand and a shield in his left, The 
other arm, also holding a spear, would have 
been set into a separate plaque of a second 
military sant, Military saints, in frontal pose 
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and beanng shield and spear, were commonly 
found in the decorative programs ot medieval 
Byzantine churches. Often placed near the 
entrancewavs, they were undoubredy viewed 
as protectors of the faith anul of the faithful. 
These three fragments, of identical off- 
white, fine-grained limestone, are carved in a 
simular manner, indicating that they originat- 
ed in a comman workshop. Their placement 
in the Lips Monastery, which was restored by 
a Byzantine dignitary, is an indication of che 
wealth af that foundation and of the aesthetric 
tastes of the Byzantine anstocracy. SEȚG 


LITERATURE: A, (srahar 1963, pp. m-a; acru 
Et al. gg, pp. 272-768, 3046, fig. 78, Delrorrias 
gât, p. 3i, îtg, 21; Ficat Igao, pp. I8e-—87. 


ExHIs1rI0M: Brussels ra5z, sculnture ș. 


B. Icon with sant Eudokua 


Byzantine ((constantinople), early 1oth centure 
Marble, inlaid with colarez glass 
66% 28 CM (24 x 1110.) 


INSCRIBED: HALA EYAOKHA [Sainr Eudokia) 


LOoMDITIOM: The right sude ot ihe panel arid the 
corners of the tame are damaged; there arc losses to 
[ie EVE5, COSTUME, aud lerrering, 

PnovEnANCE: Lips Monastery ţFenan Isa (Carmiil), 


CLonstantincople, 


Archacolegical Museum of Istanbul, Istanbul, 
Turke (4309) 


T hus is the best preserved ot a large number 
Of inlaid marble plaques uncovered in the 
1929 Investigations by Lheoilore Macridy at 
the Lips Monastery. The inlaid marble icon, 
discovered outside the southwcst roof 
chapel of the monastery”s Church ot the 
Virgin, 15 remarkabie both for its excellent 
state of preservation and for the singular 
representation ot an imperial sant named 
Eudokia. A tenth-centurny date for the plaque 
15 provided by its archacological and histori- 
cal context as well as by irs epigraphical and 
figural sayle. 

The techruquc ot inlaying fraaments pt 
srone in a matrix at contrasting color, used 
most frequently to create abstract and vege- 
tal motits for architecrural sculpture, 1s here 
used tor a fiural composition. Set into a 
rectangular white marble matrix, the color- 
ful fipure of Eudokua 15 framed by an elabo- 
rate border of interconnected diamonds, 
pierced and ornamented at the center by 
alternating red and green plass-paste inlay. 
Within this trame the sant, idenrified by the 
INSCrIpilon, Stands in an orant position, 
wearing, an elaborate crown and clad in 
vestments that denote her imperial status, 
Decorative segmenta are placed below the 


knee and ar the upper arms ot her cosrume; 
a wrapped 7horakion hugs her right leg and 
is tucked into a prominent bel. 

The termale figure has been idenufied tradi- 
tonally as the fifth-century empress Eudokua, 
who was wed to Emperor Iheodosios II in 
421. Lhe daughter of a pagan teacher of 
rhetoric and plulosophy, Eudokia applied her 
“classical” training, to her later career as a 
Christian poet and hagiographer. In the mid- 
fifth century, charged with adultery, she left 
Constantinaple for Jerusalern, There she 
sponsored numerous projects, among, them 
the reconstruction of the Church of Saint 


âB 
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Srephen and the restorauon of the city walls. 
Although the life of this Empress Eudokia is 
well documented, her sainthood 15 never 
mentioned. The first extant reference to an 
imperial Saint Eudokaa 1s the tenth-century 
Constantinopolitan synaxarion, a church 
calendar, which prescribes the commemoara- 
tion of Empress Eudokia on August 13 at 
the site of her tomb, the Church ot the Holy 
Aposiles. Eudokia, the wife of Theodosios II, 
was buned in Jerusalem, where she died on 
October 20, 460. In light of these facts, rhe 
traditional :denuficaton of thas fernale sant 


needs to be reconsidered. 





The Church of the Virgin was renovate 
by Constantine Lips, a dignitâry at the court 
at Leo YI (r. 886-912). According to tradi- 
ton, the church was inaugurated in 907, an 


event to which the emperor was invited. 
The cloşe connection between Constantine 
Lips and Emperor Leo VI may account for 
the inclusion of the marble plaque of an earlier 
Empress Eudokia in the decoranve program of 
one of the roof chapels. Endokia was a popular 
name for imperial women of the late ninth and 
early tenth centuries. Michael III (1, 842-67) 
was married to Eudokia Decapolitissa. His 
nhistress was Eudokia Ingerina (d, 882), who 
later was the second wife of his successar, 
Basil I, and the mother of Leo YI. A daughrer 
by Leo's first we was named Fudokia, And 
the third vite of Lea VI was Fudokia Barane. 
Ir may be that the tragic death of Eudokia 
Baiane while delivering Leo's first son pro- 
vided the impetus for the commissioning of 
this plagquc soon after. indeed, thus unusual 
icon of Saint Eudokia, placed in a church 
associated with the imperial circle, may bear 
witness to the elevarion Of a new saint in 
this period, 

SE]G 


LITERATURE: Paris 1o31, p. 196; A. Grabar 163, 
PP. ioo-122, pl. Lăr:z; Athens 1064, pp. 138-339; 
Macridy <t al. 1964, pp. 272-276, 3046. fig. za: 
Mathiopoulos-Tornariros 1982, pp. 51-72; Firatl 
1990, p. 136, pl. 112, fig, 359. 


EXHIBITIONS: Paris 1031, ne. ZA; Athens Ig64, NO, 24. 


9. Iconostasis Panel with Three 
Apostles 


byzantine (Ihessalonike), secend half of roth century 


Marble, inlard th colored glass 
+7 X 93 cr (08: x 36% in.) 


INSCRISED: Flanking the apostles, O A IAKWROC 
AADALDY (Saint James, sen af Alphaias), î? A 
PIAUIIOC (Saint Philip): D 4 AOYKAC (Saint Luke) 


Ezantine Xiuseum, Athens, izreece (T 159) 


Three full-length standing figures of Saints 
James, Philip, and Luke, facing; front, are 
represented on this marble plaque. Luke 
appears ta be holding his Gospel book in his 
partiy covered hand. Each figure 15 set with- 
in a relief border, which continues around 
the entire composition. 

The panel 15 an example ot the technigque 
of “flat relief” in which the marble surface, 
wherc carved, 1s filed with a muiticolored 
glassy gum mastic — here, poorly preserved — 
in a manner similar to that of champleve 
enamehng,. 

The panel belonged to a fareat Deesis scene, 
whuch included figures of the Twelve Apostles 
from a marble iconostasis beam. At the center 
was Christ, flanked by the Virgin and Saint 
John the Baptist, guarded by ro archangels. 
Thus technically outstanding; work displays a 
remarkable precision in its overall design. It 
may be dated to the second half of the tenth 
century on the basis of its stylistic features: 
the monumental poses and the simple yet 
rhythmic folds of the garments of the sohd 
figures, as well as the way in whuch they over- 


lap the border that surrounds the scene. The 
panel shares technical aftiniues vwth the icon- 
astasIs at Sebasteia (tenth century), although 
here the elaboration is both fuller and more 
severe, 

This work may also be our earliest monu- 
mental testimony to the history of the devel- 
opment of the iconostasis — in particular, the 
presence of the Great Deesis on a marble 
beam. The total length of che beam must have 
been approximately 4.8 meters (15 ft. 9 in.), ind 
cating; that it must have been commissioned for 
an important church in Thessalonike. 

Mo 


LITERATURE: Sotiriou 1932, p. 47, DD. 150, fig. 22: 
M. (_hatzidakis 197s, îg. 33, îig. 30np. 341; 
M. Chatzidakis 1976, pp. 335ft. 


ExHIBITION: Athens 19064, N 23, 


10. Tiles with Portraits of Saints 


A. Saint Nicholas 
B. Unidentified Saint 


Eyzanrine (Constantinople:), oth-— nb century 
Glazed and polychromed vhite sacrherware 
FU I71 Ca (64 x 6 in) 


PROYENANCE: Acquired by the Walters Art 
tzallere in 1946, 


"alrers Art Galleny, Balumore, MÂd. [42086127 


These stylistically diverse tiles, perhaps made 
at difterent times and used for more than one 
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building or screen, are clues to an architectur- 
al mystery. Sumilar examples have been exca- 
vated in Constantinople, mostly at church 
sites, and in Preslav (see cat. nos. 222, 223). 
Their general condition 1s poor, th no trace 
of plaster or mortar, as if they were faulry dis- 
cards or unneeded surplus. The explosion of 
an impurity during firing may have caused 
the loss an the body of Saint Nicholas, 
where a calcite inclusioa appears as a white 
pebble in the clay. The şlaze ran in the sec- 
ond saint's inscription, and it was scraped 
anct smeared at the top of the right colunin. 
The identity ot this saint, with ascetic face 
and martyr's cross, remaias unknown, For 
Saint Nicholas the lettering and ornament 
support a dating to about the 1ozos, This 
type appears among his portraits on eleventh- 
century seals, notably an example from Myra, 
his birthplace; in addition to being depicted, 
as he usually is, as a balding Dishop with a 
short white beard, hus face 15 wnde and his 
beard squarish, and he holds rhe sacred 
book with one veiled hand and makes a 
gesture of blessing with the ocher.? Bere, 
the framing white roundel links him ro a 
chain that fills che ground with leafy oft- 
shoots, Luke units in the ornamental fresco 
on the walls of che C-athedral ot Sviata Sofia 
(Saint Soplhua) in Kiev. 

Linked series oi framed sants, like choral 
interludes, served to mark diwisions n pictor- 
ial as weil as in physical or lturgical space; 
on the Harbawille Triptych (cat. no. 80), for 
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example, theș separate larger scenes. A painted 
series defines the spine of a vault in the rock- 
cut Church ot Tokali Fulise, at Gâreme in 
C.appadocia, and medallion portraits occur 
on arch sofhts in other Middle Byzantine 
churches.* A horizontal series ot purtraits 
inlaid with a difterent material (see, tar 
example, cat. no. 9) apptars on the front of a 
Phrygian marble 1conostasis beam now in 
Afron, Turkey Marble inlaid with glass mav 
have imitated enamel; te, with yellow-broam 
glaze that emulates a gilded background, 
would have prowided a more inexpensive 
substitute. Tiles with animals and birds may 
have seen domestic use, applied ro walls as 
the panels ot rosette caskets tere to wooden 
boxes (see cat. NOS. 152, 153 155—57).0 

E DM 


1. See Macnd ct al. 1964, tor the Lips Monastery; 
D. Rice 144, tor a sumrmare Cf excavanonă te 
that date; [. Friinghausen 154, tor an umprentant 
presentation ot bach îigural and decorate tiles 
trom Pro mare churches. 

z. Nesbitt and Chkonomades 1994, n. 72.2. te also 
he mosaic porirant ot Micholas ar mhe Carhuedral ot 
Srelata Solia; Login, Kiet, IO7I, pl. 73, 

„ See Login, Kiee, 1971, PLS. 14. 15, 20 21, 

„See Epstein 1986, figs. 41, 53, 114. 


ET) 


Firarii 146, figs, 13-30. 
„ Dutarul ard Vergi Tagz, pe 41, ip, La, 


[7 oaie 


I.ITERATURE: ronza 1990, Pp. 33-34; 
H. Magauri, Materials Anahi: (torthcoming ). 


BYZARTIIUM 





1]. Icon with the Virgin Hagiosoritissa 


Brrzanileue $ Cenistantinople), nud-ulh century 
Xdarbile 

14 X 4 e 7 CIT (at IS x 2% în.) 
IKSCEIBEN: On cither side ot the hala, MP gr 
(Mather af God) 


LaNnITIax: The icon displays wa cracks at the 
lawrer right, minor abrasionis, and seeme wearhering; 
aro hraings for iron clamps can be tound at the bor- 
rom and one at tic top. 


Dumbarton Oaks, Washington, D.C. (48.62) 


The eleventh-century sculptor of this rehef 
con usecl a sixth-century slab ot marble, 
which, pudging; from :ts height and its lozenge 
decoration, had served as a parapet in a sanc- 
ruary barrier or as a daco in a wall revetment. 
The Virgin îs shown standing on a footstool 
and turned to the right, her hands raised in 
prayer. She wears a tunic with decorated 
sleeves, a mnanție arh a hemrncă edee, and 
a maăpherion over her head and shoulders. The 
gentle expression of the face and the comtort- 
able stance of the figure tesut to the sculptor 
gh competence. A sunilar attention to wrell- 
rounded faces, full lips, and dehcate eyes, jomed 
with soft, heavy drapery folds, can be found In 
a group ot reliefs attributed by Hans Belting, to 
the second half of the eleventh century, and 
this relief has been placed by Gary Vikan at 
the beginning ot che group's chronological 
sequence,' The Medalion of Nikephoros ITI 
Botanelates (1. ro78—81), als in thus exhibinon 
(cat. no. 130), munbers un this set. 


[n its original stare che present relief was 
very kely painted, and the drill holes that 
decorate the Virgin's lorehead, shoulder, 
and wrists would have been filled with gilr 
bronze. In such colortul condition it would 
have been appropriate decoration for one 
of Constantinople's elegant churches. The 
Virgin's pose, ortented to one side, was meant 
to chrect the viewrer's attentien to the accom- 
panving figure of Christ, to whom she prays. 
The pared figures ot Christ and the Virgin 
were commonly placed to the nght and to the 
left of the entrance to the nave, or wathin the 
nave to the right and left ot the sancnuary. 

The special care prith which the artist exe- 
cuted the zpapberieu, ih its bunched folds 
and zigzag, edge, may be ot some significance, 
This iconographic type ot the Virgin in sup- 
plication is referred ro as the Hagiosoritissa, a 
title that refers zo the sozos, or relquary, that 
containcd the Virgin's paphorton and was 
located in her shrine in the Blachernai section 
of Constantinople. It was by means ot tus 
relic that che faithfiu would invoke the inter- 
cession of the Virgin, on whom they retied for 
the protection oi the city. TFM 


1. Belin ro72. pp. 263-790: Vikan rapi, p. dz. 


LITERATURE: Der Nerscssian 1940, pp. p-44, 
Lange 1964, pp. 77-75; Beltung 1972, pp. 2614-70; 
Vikan 1393. PP. od L03, 


12. Icons with the Archangel Michael 
and the Virgin Orans 


Byzantine ((Consrantinople), late 12th century 
Marble 

Archangel: 96 x 34 cm (37% x 134 in.) 
Vergi: pă 1 33 CI (37 X 13 1.) 


INSCRIBED: In the frame above the archangcl, 

2 APXICTPA MIXAHA (The Archangel Michael); ar 
either side af îl head ot rile Virgan, MP AY (Mother 
at God: 

ConDITION: The placue vuh the Virgin has been 
broken across the knees and repaired; the right wing 
ot Michael is chipped; both figures display minor 
abrasrons, 


PROYVENANCE: Boughr by Th, Wicgand in 1899. 


Sraarhehe Muscen zu Berlin, Museum Bir Spatantike 
und Byzantinische Kunst, Berlin, Caermany (242ya,b) 


This marching, pair of reliefs comes from the 
wealthy Monastery of the Virgin Periblepros 
(Celebrared) in Constantinople, founded by 
Emperor Romanos III Argyros (1. 1028-34), 
who chose it as his place ot burial. Very like- 
|; the group was completed with a third 
relict, of the archangel Gabriel, as the two 
ciefs ot the heaven!y host trequentiy stand 





11 as LIGIOUS ORGANIZATION O 45 





as honor guards to the Virgin în Byzantine art, 
The group may have decorated the church, 
inside or out, or some other monastic building. 

Byzantine seals ot the eleventh century uden- 
tify this froatal pose ot the Virgin, hands raised 
in prayer, as the Blachernitissa, modeled on a 
muraculous image at the Blachernai Church in 
Constantnople. The archangel assumes imper- 
tal insignia— scepter, orb, and tasseled, jeweled 
loros' — observable also on the relief tondo from 
Dumbarton CJaks (cat. no. 137). He seems to 
step to the right, toward the Virgin, who îs 
caller than he, Working in a carefully con- 
trolled manner, the sculptor contrasts raised 
elements with polished surfaces, the Virgin's 
columnar body with the |rveby, argrular zigzag 
ot her maphorton. The drama ot the lines dates 
the work ta the late rwelfth century, some- 
where betmeen the frescoes of Nerezi (1164) 
anul those ot Kurbinovo (ugr).* 


TEM 


1, The transter ot imperial insignia to angels has 
been exarnined recently by Henre Paguire (1995, 
PE. 63-71). 

2. Lange 1964, pp. 1-2. 


LITERATURE! Lange 1964, pp. Lol—z;, Yolbach and 
Laternraine-Dosegne 1968, vol. 3. p. 206; Ettenberger 
and Severin 1992, pp. 2445-47. 


13, Fragment of a Mosaic with the 
Virgin 

Byzantine j(_onstantinăple), gth century 

Glass, marble, and plaster; frame: plaster of Paris and 
aluminum (rnodern) 

34.4 1 26.4 cn (134 x io in], ich Erarne șs.q x 

39 cm (217 15% in.) 


PROYENANCE: Studios Monastery, Constantinople. 


Benaki Muscum, Athens, Greece [9074] 


This fragmentary bust of a female figure can 
probably be dentified as the Virgin. The 
angle of the head, the pose, the position of 
the surviving left shoulder — indicating that 
the arras very likely were autstrerched — and 
the fipure's demeanor strongly suggest that 
the mosaic was part af a I)cesis scene or a 
Presentation in the Lemple. 

Thu face is composed of small, densely 
packed tesserae of alremaung pink and white 
marble to indicate the flesh, vnth light green 
tesserae aclded to produce a chiaroscuru effect, 
larger tesserac werc used for the Virgin's 
naphorion. Many ot the tesserae, although 
original to the composition, were reset at a 
later date." The green-and-gold halo is a 
modern addition. 
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lhe figure 1s imbued vath gravitas, nobility, 
and restraned grei. The delicate, elaborate 
modeling, of the face and the accentuated shad- 
05 on the cheeks are features comparable to 
those of the mosaic composition in the drum 
above the south entrance to the cxonarthex of 
Hagia Sophia n Constantinople, which repre- 
sents the enthroned Virgin and Child and the 
emperors Jusunian and Constantine, and dates 
frorn the late tenth century.? 

The present fragrnent îs the only one known 
to have sunived from the group ot magiuficent 
wall mosaics in the Stoudios Monastery? 
among the most reno ned monastic foun- 
dations in Constantinople. Founded before 
454 by a certam Stoudios,* it came to occu- 
py a teading place in the ecclesiastical and 
spiritual hfe of Byzannum during and after the 
Iconoclasne period (723-843), when its abbots 
included such personalties ot the time as 
Iheoclore ot Stondios- The superb mosaits— 
now lost— that adorned the monastery were 
praised by the late-tenth-century poet John 
Greometres and undoubtediy were greatly 
admired by visitors to Constantinople.* 

AD 


1. Wâ* thanks to Li, Kotzamaru, art restorer, and 
Frotessor Chrrsopoulos for their valuable infar- 
mation On matters relating to masaic materials 
arul technues. 

2. Mango 1967, pp. s5-sy, Ep. gr; Hadzidaki 14. 
pp. 58-50, 233, big. 2a. 

3. Exvice 1955, p- 94, NO, 142. 

+. Mango, “Date, 1978, pp. u1ş-22. Recent excava- 
tiuns have shown that building began in 450, Sec 
Peesihlom 1082, PP. 4243-33. 

4. For mformanun cn the Stouulios Monastery în gerer- 
al, see Marhens 1975, pp, 143-538, arid Inbhographi; 


Pulagean 1988, pp. 4290-60; Eltopoulos 1987, 
Far intormanen ah ins abhbot, see OI, val, ş, 
pp. 25aq-qi, and bibliograpl. 

6. I've. 106, cols, apaf., Maţoska iq, PR aa, 
253-653. 


LITERATURE: Benaki Museum 1936, p. 2%, 00, 65; 
Exice 1954; Eleopoulas 1967; Mango 1967; Mathews 
1976; Mango, “Late, 1978; Delrearras 19ă0, pp. 33=36, 
fig, 3, Pescllca 1982; Majeska 1084; Patlagcan Ip88, 
Hadzidaki 1994. 


14. Saint Andrew, from 
the Communion of the Apostles 


Byzantine (Serres), early 12th century 

Mosaic at stone ard glass tesserac an ptaster 

I7Ă X IG CT (6914 1 39% în] 

CONDITI OM; The righe boot 15 pizorly restore n 
plaster; the lett leg below the Enec îi muxlern Mosaic 
vrork; there are adchitional restorătions to The head, 
facu, arul Enpers;, he hand and himatian ct zh figruire 
follerpeing Andrew are reworked, here anul rhuere gold 
tesserac are replaced with black resserac. 


PROTENANCE: From the Saructurari ot clic 
Metropolitan Church of che Saints Theodore at 
Serres (Macedon), Grecce, Durut 1 uşă, 


Archaeological Museum, Serres, Greece (15) 


This vigorous figure is the only surviving 
fragment from a large composition of the 
Communion of the Apostles froni the sanc- 
tuary of the Church of the Saints Theodore 
in Serres. Bowed in reverence, the saint 
strides forward to receive the holy breadd in 
his outstretched hands, The original, com- 
plete mosaic, known from photographs, 
included the Tiwelve Apostles, six on either 
side, approaching in procession to receive 
the Eucharist from Christ, The Savior was 
represented mice behind a great canopied 
altar, offering on the left the bread and on 
the right the wine. În the gold ground 
above the apostles large capital letters pro- 
clamed, an the left, “Take, eat. and on the 
right, “Drink ye all of this” 

The Communon oi the Apostles was 
intrexluced into the decorarion of the bema, 
or sancruary, of the Byzantine church in the 
eleventh century, The Serres treatment ot 
the subject is unusual in that it broke the 
rhythm of the file ot figures by allowing the 
apostles ta interact, Thus the third figure on 
the left, a voung man, stoud more erect than 
rhe others and graccfully turned back to 
look at the older man behind him, Our one 
surviving apustle. Besides adding a certain 
drama to the procession, this interrupton in 
the acnon called special attenuon to the third 
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A ma N 
Lele ler”: 





14. Saint Andrew in situ 


and tourth figures, who in fact enjoyed a 
special importance in Byzantium. Lhe older 
apostile 1s identificd by hus dhisheveled white 
hair 25 Andrew, the brother ot Peter, while 
the younger man with dark, toasured hair is 
the evangelist I.uke, strictly speaking not onc 
ot the Twelve Apostles ar all. The reason for 
his inclusion is his pairing with Andrew in 
the famous Church af rhe Holy Apostles in 
Constantinople, where the saints' rehcs were 
deposired together în 357. Andrew himselt, 
toward whom Luke gazes vith respect, may 
carry a political message, tor he was regarded 
as the founder of the See ot Constanuinople, 
just as Rome claimed his brother Peter as 
founder, The theelogian Neilos Doxopatres 
invoked thus tradition im his potemical anti- 
Roman treatise on the patriarchates in 1143. 





In spire of al! it has suftered, the mosaic 
ot Saint Andrew preserves its stylistic identi- 
ty and stands as an important vwitness to the 
development of Byzantine monumental 
painting at the beginning ot the welith cen- 
tury. The gentle movement and curvilinear 
grace of the figure are stylistically akin to the 
late-eleventh-century mosaics at Daphni. The 
twisting composition of Andrew's compan- 
ion, however, ancl the more painterly, dynam- 
ic facial types are more closely related ro the 
frescoes af Hagios Chrysostomos on Cyprus, 
af 1108.” The Communion of the Apostles 
rhat was rescued from the destroyed Cathedral 
of the Mykhailskyn Zolotoverkhyi Monastery 
(Saint Michael of the Golden Domes) in Kiev 
(n08) displays the same interaction vf the 
apostles. 'Lhe artists handling ot color— grving 


liveliness to the face by the contrast of red 
with green and in the draperies setting, arm 
grays and browns against cool greens and 
blues — is especially skulitul. Indeed, the entire 
work breathes the new life that animated 
painting at the beginning ot the Komnenian 
dynasty; it may be safely assipned to the reign 
Ot Alexios | L1oBr—I118). 

TEM 


1. Caruso 1974, Pp. 41632. 
2. Mouriki 1980-81, p. Ia, 


LireRaruag: Perdrizet and (hesnay 1903. 
pp. 126Â.; D. Rice, ri, 1v68. pp. 219 -23, 226; Strate 
1985-86, Pp. 8ă--LDţ. 


ExIIBITIOX: Atlient 1364, No. 141. 


FRESCOES FROM THE CHURCH 
OF THE DORMITION, EPISKOPI 


15. Saint Theodota with Her Sons 
Kosmas and Damianos; Saint Nicholas 
Flanked by Christ and the Virgin 


Byzantinc (Episkopi, Eurytania), carly nuth century 
Eres 

140 3 320 CIT (35 10. X IO E. a UL) 
PROYENANCE: Church of the Lcocriiticit, 
Episkopi (Eurytania), Lurcece. 


Bizantine Wfuseurn, Athens, Carcece 


These frescoes representing Saint Theocdota 
with her sons kosmas and Damianos and 
Sant Nicholas flanked by Christ and the 
Virgin, along with another representing the 
prophet Elijah (cat. no. 16), are the bestr- 
preserved sections of the second layer of wall 
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paintings that once decorated the Church of 
the Dormition, the episcopal church ot rhe 
district of Liza and Agrapha :n present-day 
Eurytania. Members of the tzreek Archaeo- 
logical Serzice removed three successive 
painted layers trom thus church before an 
artificial lake was created on thc site in 1963. 
The division of the figures into two composi- 
tional umits reflects rhe saints' original posi- 
tion on the north wall of rhe nave, flanking 
the narrow entrance to the northwest cham- 
ber. On the basis ot their stylistic similarities 
to securely dated monumental cycles, the 
frescoes have been attributed ta an eleventh- 
century painter. Figures from this period are 
characterized by a bright color palette, linear 
drapery, and expressive faces, 

Kosmas and Damianos, healing saints who 
oftered medical sennce without pay (gay 
707), are otten depicted with their mother, 
Theodota, in Byzantune monumental decora- 
tion. În the Episkopi composinon Lheodota 
is placed next to her sons rather than between 
them, “which is her more usual posirion. The 
inclusion of Kosmas and Damianos within 
the decorative program reflects the siciespread 
belief in the healing effcacy of these saints, 
even at the level ot the local church. The figure 
of Saint Nicholas, dressed in bishop's vest- 
ments and with a receding, hairline and closely 
cropped beard, follows a well-established 
type. Flanking him are half-lengrh figures 
of Christ, who extends a Gospel book to the 
sant, and of the Virgin, who gives him a 
bishop's stole. 

A thurteenth-century painting in the vault 
depicting the birth ot Nicholas and lus repre- 
sentation în the conch ot rhe northeast chapel, 
in which he makes a gesture ot entreaty, sug- 
gest a secondary dedication of the church to 
this popular saint at a later date. The promi- 
nent image of Saint Nicholas in the eleventh- 
century fresco layer together with a second, 
contemporaneous representation of him on 
the scuthesr picr of the church may indicare 
a special devotion to this saint as early as the 
eleventh century. 

SEIG 


LITERATURE: hi. Chatzidakis 1066, pp. 28-28, 
pls. 29-34, Athens, Byzaztine Murali, 1976, pp. 57-67, 
pls. 5, 6; Brussels roz, pp. 26-27, Drewer 1991-92, 
p. 257. 


EXHIBITIONS: Athens, fhzantine Alurals, 1076, 
ra. 23b; Brussels 1082, P2-s. 
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16. The Prophet Elijah 


Byzantinie | Episkopi, Eurptania!, early rth centure 
Fresca 

203 X 03 Cin (794 X zi in.) 

LUSCEIBED: At cither sue at the prophet's head: 
[1120]OHTHC :EJALac: (The Propher Elijah); în the 
scroll, a garbled versian of 1 Kings 171, 7: ZH E KA 
£2H H'FTAH MUT Lek ECTIh YETIUL EIII THC TH 
(As the Lord . . . lives [and as my soul lies] , . . there 


Is [was] no rain in the land) 


CaxBITION!: The surface shows some lâss through 
cracking, as well as a scartering of hack marks; the cuut- 
line of a second figure is visible along the nght edge. 


PEOYENANCE: Church ot the Ltormition, 
Episkopi ( Eurytanua), fGrecct, 


Byzantine Muscura, Athens, Greece 


The Church ot the Dormition in Episkapt 
was decorated three times in its long history, 
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as indicated by the presence of ihree layers of 
fresco painting (see cat. no. 15). The prophet 
Elyah appears in the second layer, on the north 
side ot che sanctuary. În Byzantine church 
decoration single figures of saints form the 
lowest register, at the eye level of the viewer. 
Ehjah's place in the sanctuary makes him a 
witness to the Eucharist, the fulfillment of 
the miraculous food rhar the prophet received 
when tavens fed him in the desert (1 Kings 
17:17). Against broad horizontal bands of 
blue, red, and green, the propher assumes a 
strong frontal pose, his wide-eyed stare 
conveying the intensity of his spiritual con- 
victiori, He wears a purple cloak with a rough 
lining of camel's hair, apprapriate to hus role 
as a precursor ot John the Baptist (Matt. 
11:14), another descri ascetic. 


Both the strong linear style and the abstract 
handling; of the drapery hnk this painting to 
frescoes in the Church of the Panagia ron 
Chalkeon in Thessalonike, dated 1028,! and 
in the early-eleventh-century crpt of Hosios 
Loukas. The quality of the work may be 
attributed to high patronage, as the Church 
of the Dormition was the seat of a bishop. 

TFM 


1. Mourika I9&c-B1, p. 87. 
LITERATURE: Orlandos 1961, pp. 6-19. 


ExXHIBITION: Arhens 1976. 


17. Saints Ocestes and Eugenios 


Byzannine (Episkopi, Furytania), early 13th century 


Fresica 
264 X 242 CM (104 X st în.) 


INSCRIBED: At cither side of each saint: 0 AT 
GPECTHU (Saint Orestes)., O AFIOC EYTE (Saint 
Eupgenias, 


CONDLTION: There are nunot losses over (he 
entire surface; the roundel ot Saint Fugenios is miss- 
ing the lower-right quadrant and the left side oi the 
saint's lace, 


PEREOYENANCE: Church ct rhe Dormitian, 
Episkopi (Eurytania), Greece, 


Eyzancine iuseum, Arhens, Lireece 


Following the Crusader invasion of 1204, 
the Byzantine Empire was reduced ta sever- 
al contending states, and the Church ot the 
Dormition in Episkapi in western (areece 
tound itself in the despotate of Epiros. Early 
in the thirteenth century the church was com- 
pletely redecorated with scenes from the life 
of Christ in the vaults and single frontal saints 
an zhe walls, A île of militant defenders of 
Orthodoxy surrounded the fairhful in the 
nave, some full-length and some half-length 
in roundels har fit above arches. According 
ro the menologion of Symeon Metaphrastes, 
a tenth-century collection of lives of the 
saints, Orestes and Eugenios, comrades in 


the Roman army during the persecution of 
Diocletian, were martyred when their com- 
mander, Lysias, discovered their Christian 
allegiance. In the church Orestes 1s shown 
standing; belligerentiy at attention, his shield 
tucked under his arm, The artist was espe- 
cially interested în showing the soldier's tra- 
ditional elegant uniform, consisting ot white 
bouts, lozenge-pattermed hose, 2 short tunic, a 
shirt of mail, and a great red cloak, or chlamys, 
His compamon, Eugenios, holds a cross as a 
sign of his triumph through martyrdom. 
The scarciry of surviving frescoes from the 
turbulent years of the first halt of the thuteenth 
century lends a spec:al importance LO this 
fragment, The monumental proportians of 
the bodies and the modeling of Orestes' tace 
with dashes of white hghlights presage devel- 
opments in Late Byzantine pamung, TFM 


LITERATURE: Orlances 1967, pp. 6-1. 


ExHIBITIOX: Athens, Byzaniine Mura, 1076, 








18, Fresco Fragments with the Heads 
of Two Saints 


A, Saint John the Baptist 

Byzaniine (Mount Papikion, Rhodope), 1rth- 
r2th centure 

Fresco 

15 X L7 CM (614 X 6 inj 


B. Saint Mark 

Byzantins (Mount Papikion, Rhodope), 1rth- 
Lzth ceru 

Freuco 

z2 %X 34 CI (6% x 134 ul) 

PROFENANCE: Monastie structure an Wlount 
Papikuen. 


Archacological Muscuri, komotini, Greece 
(Excarauon NO. EL 1/01) 


These tan fragments af wall paintings came 
to ligi during the excavarion ofa group ot 
monastic buildings on Mount Papikion, on 
the south side ot the Rhodope massif, which 
Wa5 an IMportant center Of MONastIcIsm ini 
the Byzantine period, 

Fragrnent A, found wedged intu a retaining 
wall an the south side of the batbolikon, ras 
part of the first phasc of eieventh-centur? 
paintings to ornament the walls of the church; 
it shows the head of a sant slighily inclined 
to the left. The individual facial features 
(eyes, nose, forehead, and cheekbones) are 
clearly indicated, with sparing use ot color 
and sharp outlines. 'The saint has been iden- 
tified as John the Baptist on the basis of the 
LJeesis scene ot the type that uicludes Christ, 
the Yirgin, and John the Baptist— an iden- 
tification supported by the fact that two more 
fragments, showing; the head of Christ and 


LB 


that of the Virgin, were chscovered iwedged 
into the same wall. 

In fragment B the tace ota saint and part 
of his halo are prescrved, and the hair and 
beard are rendered in brusbsrrokes of black 
and gray, The mobulite of the tace, combined 
with the piercing gaze, hooked nose, and 
dark shading, gives the figure —who has 
been idenufied as Saint Mark— a stern and 
imposing presence. Found in a layer of 
debris from the collapse ot he dome of the 
barhoizbon, together vrith fragments ot paint- 
ing of the faces of Saint John the Theclogian 
and Saint Matthew — which would have dec- 
orated the pendentives — t dates from the sec- 
ond phase ot the karfatibcu (rwelfth century). 

Stpusticall, the wall paintings from which 
these two lragments came exlubit the classi- 
cism characteristic of the Komnenian period: 
the eariy part ot the period in the case of A, 
and the middle in the case of B. These frag- 
ments, both superb painted, exemphfy the 


style of Constanuinople. 
N Z 


LITERATURE: Zekus 1995. 


19. Fresco with Saints Cerycos, 
George, and Notarios 


Byzantine (Potamos, Kithira), late r2th-mid-rzth century 


Fresco 
270 * 177 cm (8 E. 104 in. x 60% în.) 


PROVEXANCE: Church of Saint John the Baptist, 
Putarmos, Kathira, Greece, 


i allectian ot Byzantine and Posr-Bizantine Art, 
Kithira, Crecce (qaqzi 


șa THE GLORY Or BYZAÂANIIUM 





This wall painting, îs from the Byzantine 
Church of Sant John the Baptist in the village 
of Potammos, Kathira. The single-aisle saulted 
structure stands on the ruins of an Early 
Christian building, fraginents of whose mosaic 
Hoor, whuch dates to the first half of the sixth 
century, arc sull in situ. When, recenrly, the 
church appeared in danger of collapsing, it was 
decided to remove the trescoes, along with the 
other mud-tharicenth-cennury wall painuings. 

To judge from the sumiiving scenes, which 
art seriously damaged, the iconographii 
program extended across the church in rao 
registers: below were paintings ot che Church 
Fathers, holy maryrs, the Virgin, and Christ 
Antiphoneres (the One Who Responds), all 
depicted frontally and tull length, and above 
were the Ascension and a cycle of the Life of 
Saint John the Baptist, 

The present composition, which was 
detached from the north wall of the sanctu- 
ary, 15 a large work showing Saints Cercus, 
George, and Notarios tull lengch, as well as 
part ot an Ascensien scene, ot which only 
the lower regions of the tunics and the feet 
of seven figures — the apostles and possibly 
the Virgin — have sureived. Of particular 
interest in the lower register ot the painting; 
15 a muiniarure imagc of the enthroned 
Christ, has halo held by mo angels, which 
may have been a preliminary drawing, for 
the ceriral section of the Ascension. 

The figures of the three saints — severe, 
vigorous, and expressive — are accentuated 
by their placemenr against a background 
that îs deep blue above and lhght green 
below. The intensity of their facial expres- 
supns (further heightened by their large, 








2ZĂ 


widle-open eyes), the rich ornamentauon of 
their garments, and the vivid colors are all 
characteristics of twelfth-century painting 
that survived into the thirteenth century, 

Comparison with paintings in other Mon- 
uments on the island o£ Kathura, such as the 
Church of Saints Kosmas and Damianos in 
Frilingianika, the Church of Saint Polycarp 
in Finikies, and the (church of Saint Demetrios 
in Kambianika, allows us to date the present 
work to the middie ot mhe thurteenth century. 
With some slight deviations it reflects the 
spirit of what has been called che expressive 
style, which prevailed in Byzantine art during 
the Middle Byzantine period and continued, 
in the case of provincial monuments, until 
the fall ot Constantinople. 

The fresco Ls a characteristic example of 
the conservative type of large-scale painting 
common on the small :sland of Kithira, where, 
despite its peographical isolarion, many fine 
frescoes were to be found, especially in the 
thirteenth century. These paintings are 
notabie for their stylistic range as well as 
for their perpetuarian of earlier models, 
features shared by many monuments of the 
period throughout the Greek world. 

E -T 
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LITERATURE: Yokotopenulos Lg70, p. 170; Crurua- 
Tsotopoulcu 1338; inni-Tsotapoulou por, Fatsiori 
1991, Pp. E15— 24 


2U. Two Fresco Fragments 
A. Angel 


Eyzantine, 12th?—eariy 14rh century 
Fresco 
6LX 44 CI (24 % 17% 1.) 


B. Satnt John of Damascus 
Byzantine, r2th?—early 14th century 
Fresco 

63 x șe cm (23% %X 194 in.) 


Private collectian, tzeneva, Switzerland 


These two figures have been separated from 
their original context, but the mannered gen- 
rlencss of their expression suggests that they 
were painted at the height ot the Palaiologan 
period (1261-1453), and their iconography 
inchicates that they vpere imitially part ot a 
Dorminen of the Virgin. Bowed in reverence, 
the angel 1s a figure of high refinement. His 
hands, extended in prayer, are delicate; his 
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arms have a rubbery qualiry— shoulderless and 
miuscleless — and his face 15 tranguul, almost 
bland. 'The full, boncless chin and fragile 
aquul:ne nose are similar to those of angels 
in the famous frescoes of the Church of 
Christ in C.hora (1316-21) in C:onstantinople, 
where the halas, like those seen here, are 
outlined in white. Similarly the pose of the 
older sant, vrirh tus head turned threc-quarters 
to the left to show a concave profile, îs typi- 
cal of the Chora style.? 

Angels play many roles in Byzantine art, 
and the iconography of the angel shown 
here is gencralized; he iconography of his 
compamon îs, by contrast, quite specific. 
The elderly monk îs dressed in a dark brown 
mantle called a schema, and he wears a tur- 
ban. logether, these characteristics identity 
him as Saint John of Damascus (ca. 675-— 
ca, 753/54), a monk and theologian who |rred 
under Arab rule at the Great Lavra of Saint 
Sabas in Judea. Fie is represented barice at 
the Chora similariy clad, though rhe colors 
are difterenr.* Prominent in Byzanrium as a 
defender af the veneranon of icons, Sant John 
was also familiar as the author of numerous 
hymuns to the Virgin and of the story of her 
death and assumption into heaven. his most 


likely was his role in the present fresco, where 
he may have joined the company of mourn- 
ers at the Virgin's funeral. Lhe angel would 
have appeared above, artending Christ as he 
carried aloft the soul ot his mother. These 
figures represent the contimung popularity 
of the Middle Byzantine theme of the 
Koimesis in later Byzantine art, 

TFM 


1. Underaood 966, al. 3, pp. 374, 42324. 
2. See, tor example, rhe apostles, in ibid, pp. 376-383. 


3. Ibid., pp. 427, 545. 


Unpublished. 


21. Processional Cross and Four 
Cross Bases 


A. Processional Cross arh Arcmtecnural 


Base 

Eizantine (Constantinople? or Asia Winory, 
1şth-r2th centare 

Bronze, cast, filed, rcamed, and scraped, with 
turgunse glass bcads 

44.5 X 02.5 CI (17% 44 in), Staft cnd 

DIAM.: INENOT 3.5 CIT (1% 171), EXtEDOC 4.2 CIT (1% UI.) 


CoNBITION: The varyegated patina of the surfaces 
5 the result of long buriai; losses include the znlobeul 
extension from the loser side of the dexter art, five 
rurgucisc glass beads from rhe remairung trulohbecd 
exrensions, and fire medallians trom rhe face of the 
cross, rhe double-notched horders following the con- 
tours at the face ot the cross and rhe double-notched 
thin cross at the center af the back are partially car- 
rosied and îlled with burial materials. 


PTROVTENANCE: Poss.bli Asia Miner. 


Private collection, Mem York, NY. 


B, Architectural Base for a Processional 
Cross 

Byzantinc (Constantinople? ar Asia Minor), 
11th-727h ceritury 

Bronze, cast, îled, reamued, and scraped 

H. 26.5 CN (10% în.) 


CanNLITION: The corrosion and dark painas 
probably are cuc result ot lori burral;, mersed lines 
and circles are also correuded. 


PEOYENANCE! Acquired in Smyrna ilzrnic) în 
1597, 


Staațliche Museen zu Berlin, Museum fir Spătantike 
uni Byzantiusche Kunst, Berlin, Crermare (635ă) 


C. Fragment af an Architectural Base tor a 


Processianal Cross 

Byzantine (Constantinople? or Asia Minor), 
uth-rzth centuri 

Copper alloy, cast, filed, reamed, and scraped 
12,6% 5 XS 20 igk2X21n) 


CONDITION: The corrosion, variegăted patina, and 
encrustahon probabil are the result af long bunal, 


The Metropolitan Muscumn Of Art, New York, N. X, 
Purchase, Mrs. Charles F. Grifiith Giut, 1962 [62.10.5) 


D. Fragment of an Architectural Base for a 
Proceşsonal (ross 

Evzantine (Constantinople? or Asia Minor), 
nth-rzth century 

Copper allor, cast, filed, reamed, anul scraped 

IX 42% 4 Cm (4 XI XAU), DLAM., TOHUArud 
opening ar base: 2 Cru (4 111) 

CONDITIOM: [he cerrosion, variegăted patina, ard 
encrustatira probably are the result of long buriaj, 


The Metropolitan Museum of Art, New York, Ni. 
Flercher Fund, 162 (62.10.99) 


E. Architectural Base tor a Processional 


Cross 

Bzantine (Consrantinople? ar Asia Alinor), 
1Lrh-12th century 

impper allee: leaded mediurn-rn branze virh a 
significant trace ot zinc 

ZE X ST SI COL (II x 2 2 10.3, BTAM., stat end: inte- 
Mar 3-3 CM (15% In), EXECrIQT 4.2 CM (i in) 


COMDITIOM: [he corrosion, patinas, and encrus- 
tation probably arc the result of long burial: pendula 
arc missing from suspension loops beloi the tour 
carners of the rectangular structure, 

The Metropolitan Museum of Art, Nea York, NY. 
Purchase, Max Falk, Alastair B. Marin, Stephen 
Scher, and Wiliam Kelly Simpson Caifes, in honor ot 
William LD. Yom, 1334 (1993.16: 


The disuncuve decoranon oi the Latin cross 
(A) includes the small, flat, and centered 
lozenge extensions of the upper three arms, 
the trilobed and beaded clusters on all four 
arms, vestiges of five medallons on the front, 
and double-notched lines enhancing both the 
front and the back. The base takes the form 
af a cross-domed Byzantine church with a 
high drum and central dome, which in turn 
provides support for the cross. Four key- 
hole windows open into the drum, and 
paired keyhole and circular openings inter- 
rupt the end walls of the gabled transepts. The 
three-stage structure below: 1s supported by 
a combination ol corner supports and arches, 
columns with capitals and bases, and a railing 
of successive keyhole openings. A tapered 
cylimder, flangec at the top and bottom, abuts 
the circular opening, în the Aoor of the lowest 
stage. '|he mussing staft, possibly ot wood, 
would have fitted into tus cylinder. 

A variatiun of this example îs the base (B), 
which displays a rounded apse and additional 
windows ot a less insistent keyhole tppe in 
the high drum over the crossing. A horizontal 
filler xrirh incised diaponals and a scuarish and 
flanged receptacle were the means of support 
for the missing cross. Windows were cast into 
the side walls ot the transeprs; the end wealls 
have larger openings surmounted by closed 
gables with incised decorarons (a cross on 


one), 'Lhe “church” is held up by flat Laun 
crosses centered beiow rhe end wall of each 
transept. Small globes resting on convex par- 
tial arches provide the springing points of the 
entire structure above the faceted and Aanged 
cylinder or staff fitting. Ihe Metropolitan 
Museur's two fragrmnentary bases (C and D) 
offer additional variations m the vocabulary of 
aniaturized, three-dimensional central-plan 
churches with rounded apses hat formed the 
supports for processional crosses. 

The last example (£) shares with A through 
D the kevyhale opemngs, centralized plan 
and drum, and tapered and flanged <ylinder 
far che staff but has elongated segments; in 
addition, the new elements of openness and 
a sense of height are introduced. The arches 
of the openings, horseshoe shaped in profile, 
flank high central arches which, as they are 
contiguous with the arches of the transepr 
roofs, imply barrel vaults. The whole 1s a 
sophisticated reference to the interior of the 
Muddle Byzantine church turned inside out 
(see illus. on p. 20). 

The exhibited works reveal a common 
method of production by casting and finishing 
that is also the case with related objects in 
Baden-Wiirttemberg,? Berlin,? Boston,“ 
Cologne; Toronto.€ and Washington, D.C 
The cagelike effect of £ is loosely analogous 
to that of examples in Berlin Hamburg,” 
and Saint Petersburg.'” The clustered tri- 
lobed extensions ot A are also found on 
crosses in Coloune"! and in the collection of 
Mrs. Hayford Pierce.!? While the larter was 
a tareek-type church firual cross, all published 
processional crosses are of the Latin type. The 
bronze crosses and their bases may have been 
produced in bronze foundries quite diiterent 
from the workshops responsible for silver 
processional crosses because of the dissimulari- 
ties in techniques as well as in material (see, 
for example, cat. nos. 23—-27),15 

Other than the tao examples in Berlin 
reported to have been acquured in 1898 from 
Constantinople'* and in 1yog from Smyrna 
(present-day Lzrur) in Asia Minor (8), there 
are no clearly reliable <lues as to provenance. 
The lugh arustry in bronze work in the capital, 
documented by rhe series of monumental 
doors cornmissionec from the 1060s into 
the first halt ot the twelfth century for 
churches on the Italian peninsula, sugpcsts 
Constantinople as a possible origin of the 
smaller works, However, the evidence 15 
limited to the fat-rehet Latin crosses on the 
doors at Amalfi and Monte Cassino, the 
proportions and lobed extensions of which 
are only looseiy related. More compelhng 
comparisons for the conhguration of the cross 
(4) may be seen in eleventh- to thirteenth- 
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century stone cemetery reliefs in Armenia, € 
The centralized-cruss plan of the church on 
the base of cross A and of the related bases 
(B-D), with their singie domes, although 
they have numerous parallels in actual build- 
ing;s located across a widespread area of the 
Middle Byzantine Empire, also defies any 
attempt at precise localization, 

Whule probably not connected with imper- 
al oc major multary usage, processional crosses 
in base metal undoubtedly served at least one 
other important purpose — the celebration of 
the fite, a liturgical and supplicatory proces- 
sion of the clergy and laity to a particular 
church or location at a time of need or of 
natural or man-made disaster (or of their 
comnmemnoration).” In monastic CONtexts, 
processional crosses often were related to ser- 
vices for the dead.!* Presumably, bronze pro- 
cessional crusses could also share some other 
functions with thosc examples in precious 
metals (see cat. nos. 23-27): the first entrance 
of he liturgy"* and the matins service ot the 
cathedral rites.” Lake the Aachen artophorion 
(cat. no. 300), with its central-plan struc- 
nure and single dome surmounted by a cross, 
the centralized plan ot the architecturai bases 
af processional crosses also may refer both to 
the Holy Sepulchre and to “Sion,” the City of 
God or the Hcavenly Jemsalem.”” 

It is possible that the Middle Byzanrine 
processional crosses with related structures as 
part of their bases may represent more than a 
parallel development for some of the archi- 
recrural hases of alzar crosscs dating from the 
ruelfth century in the Latin West.* 

YD W 


1. Cionpare thus wirh the interior ot Hosios 
Lanrkas; Krauthcimer 1965, E. 144. 

2. jehrbuch der Staariicheu Fontaine în 
Haden- WF iisrtesbeei 32 |TO04), pp. I35—36. Îig. 4- 

3. Staarliche Wluseen zu Perln-Preussischer 
Kulnurbesitz, 11;7ș$; see Hannover 1083, no. 24, illus, 

4. Museum af Fine Arts 163.789); see Comstock 
and Yermeule 1971, pp- 44-42, no. 645, illus,; 
Springer 1981, pp. 23, 147, Îg, 4-29. 

3. Sehniirgen Museum, H464., sce Brunswick 1990, 
p. 18, Lllus. 

5. Universiry ot Toronto, Malcoye Collecuon, 
MÂz.303; SEC APTINEET LGEL, pp. 23, 147, Ag, A-26, 
Campbell 1985, no. 179, illus.; Washington, D.C. 
904, PP. NE-—I, 00. 16, fig. 40. 

7. Dumbarnaon tdaks (4014); 4. farabar 1057, p. 294, 
fig, 126; see M, Ross roz, pp. 59-60, no, 69, 
pl. xL1; Washington, D.C. Da PP. I-a, 00 13 
fiz, 39. 

3. Sraarliche Museen zu Berlin-Preussischer 
Kulturbesitz, 2447; see Wulit 1pu, p. 92, NO. 1981, 
pl. Xv; Yolbach 1930, pp. 165-856, 1llus, 

9. Muscurn fur Kunst und Ozwerbe (1962.04): sec 
Bilafiilver 3 (razzi, p. 143, 00. 74, called Constan- 
tineple, Earl Brzantine, sixth to seventh century, 

1Ț, MOSCOW 1977, vOl, 3, pp. 34-35, NU, 912, 
„Sec note 5, above. 
12, See Ross 1963, pp. 123—26, Pl, 3, 4. A later example, 
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a prez-essicaual secta mth tribeil CXtENSLOTIS, LS IF 
Athens: ştc Atluens I9Ă5, pp. 15233, 0. &4C, 
illus. (described as “after 220). 


„See Washington, DU. Ig, p. 63, 
. See note 8, abovz. 
„ Bloch 1981, vol. 3. pp. 1174—75, gs. 58, so, 


PP. 1224—25, Îg5, 126, 127. 


„ Brentjes 1974, figs. îc, 68-71. 

. Washington, LI. 1904, Rp. S—37, 
+ md, pp. 14-24. 

. Ibid., p. 23. 
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A. farabar 1957, pp. 20364, 2934-04; saurudlers 
1982, p. zI6. 

This may be a kind at paralkl ro the mosaic and 
painted Partokratar images on the interiors ot the 
domes ot Middle Byzaruine churches and their 
successors, such as the monastic churches at 
Daphni, Hasios Loukas, arc (his in srtece, the 
monastic churches at Lisi, Langoudera, arul Tra- 
kormo in inprus; atita bara dell: Armura gr ue 
(the WMarrorana) and the Cappella Palarina, 
Palermua: ami the central dome ot San Marcu 
Venice. 
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23, Sec Springer 1981, 1105. 19, 27, 28, Îlgs. E ltl—63, 
K 222—36, K 3244-31; Cologne 1934, vol. 1, 
POS. Boat, B-ur2. 


LITERATURE! ulii gi, pp. 92-03, 130. 1982, 
pl. x (8; Yolbach raza, pp. 1686-67, no. &ast, 1lhus, 
(E): Springer 1981, pp. 23, 147, fig. A-27 (ay; Frazer 
1954-86, p. 33,00. 34. ullus. on right ic). Amnua? 
Raport 1992-93, p. 32, illus, (E). 


EXHIBIIIONS: Hannover 1g83 (n): Berlin 1992, 
tă. 147 (B). 
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22. Processional Cross 


Byzancine |(Constamuinopie?), roth centuri; 

Bronze and uicllo 

75 X qd CI (2014 x 174 171.) 

INSCRIBED: (On the back, +0 ATHOC NETEC + 
HOAHOY+ (Sainue Peter at Elias: 


CONDITION: There are signs cf oxidarion on the 
lateral and upper vertical arms; the broken upper arm 
35 restored by two small meral shatts; there are exrensie 
cracks in the cemral medallian, an iron rod is artached 
as a reinforcement an the back ot the lorer arm. 


Kanellopoulos Museum, Athens, Careece (x. 863) 


This elegantly shaped cross 5 fasloned from 
a thin piece of bronze decorated on-both 
sidles with engraved ornamentation. Each of 
thc flaring, arms ends in bo circular finials, 
and there are holes along the lower edge of 
the horizontal arm chac were used ra suspend 
pendants, now lost, The wedge at the bottora 
of the vertical arm was employed to secure 
the cross to a base. The geometric, compass- 
drawn ornamentation includes rosettes 
enclosed :n circles at the ends of the arms on 
bath front and back; rosettes also embellish 
the front faces of the circular îimals. The front 
is further engraved on the upper vertical arin 
with an insenpton and on the lower vertical 
arm with a stylized palmette issuing from a 
rosette. Ihe central medaliion on the front 
contains a isreek cross outlined on a miello 
background. Four small roscttes, identical to 
those on the circular Anials, radiate from the 
medalion along each arm. 

The Kanellopoulos cross bears a close 
similanty to another bronze cross, now in 
the Ennsh Museum. Common charactenstics 
of the two pieces include the shm elegance of 
form, the geometric rosette decoration ot 
the arms, and the dedicatory inscription on 
the front upper arm. The inscription here, 
to Saint Peter of Ehas, may refer ro the 
church (dechcated to the apostle Peter) to 
which this object originally belonged.! 

Symbolizing the victory of Christ over 
death, this processional cross funchoned pri- 
marily as one of the leading standards in a vari- 
ety ot religious pageants. When nut in use, the 
cross stood behind the altar af the church, 
placed in a base comparable to examples in the 
current exhibition (cat, nos. 21 A-—E), 





DE 





1. "he inscnipticun on the British Wluseurn cross — 22 
“ Lhe Starulard |(_rass] ct Saint Anasrazia — supports 
an analugeus interpretabon tor the inscripiion Or tc 
Kaneliopumulos cross; see Lonulon, Byzantitera, 
194, p. 160, 


ELxHIEITIONS: Athens 1964, n0. 452; Brussels 1982, 
NO. 16. 
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23. Processional Cross 


Byzantine țAdrianople), late 1och centuri 
Silver, silver gilr, and rula 
8% 4âs Cm (23% 184 n.) 


INSCEIBED: (On che trenit of the harudle, RE 
EUHOI TUN ADAUG CO CLUINII A AMIHA (Lori, 
help your servant Sisinnios. Amen, on the back, 
lovzer arm, YTIPE APECEUC AMAPTIUN TO 

AD TADE TU e CICINIOY RE IAR 
NVECBYTEPOY AM (For the remiseton ct sins ot 
the senvants af izod Sisinnios and |John Prestreter. 
Amen): figures are identificd br uncial inscriptians, 


ConDITION: There 3s sorie fachage cat the zililing 
aruj riello; che iremt laceral fruals are damage: there 
are traces ok ceseoratioii, probabil trori rhe caghecerh 
centur, in the tron central metallica aul Parca funia 
oFthe upper arm, which have been replaced. 


PROYENANCE: The cross belongued te the treck 
communite at Adranople and was brenaght ta 
Greece atter the Conference af Lausărine, ig22—23, 


Renaki Museunr, Athens, Greece Ta. 146) 


The cross 1s made of thin silver sheets furted 
around an iron core.! Fach ot the laringe, armas 
ends in ro arcular fimals, where the iron 
core 15 sealed by molten lead. On both the 
front and the back, five medalhons occupy 
the intersection and the ends of the crossarms. 


Each central medallion consists of a separate 
attached disk that conceals the joins of the 





tour ndiidual silver sheets (the front medal- 
on 15 now lost). The pairs of circular fiials at 
the ends of the arms are decorated on the front 
with small busts and on the back with rosettes. 

On the front, the images in the four large 
medallions of the crossarms torm a Deesis 
cornposition. Christ and the Virgin Orans at 
the head and the foot of the cross, respectively, 
are flanked by che archangels Michael and 
Gabriel on the lateral arms. On the final medal- 
hons, frontal busts of Church Fathers (John 
Chrysostom, Basil the Great, and Nicholas), 
doctor saints (Fosmas and Damianos), and 
military saints (Sisinnios” and ProkopLos) 
complete the program, The arris of a smaller, 
gilded cross outlined in niello issue from the 
missing central medalion, Ihey end in a fleur- 
de-lus pattern fianked by ro roundels, 

The Deesis composition Was a CONMINON 
Byzantine iconographic theme represented 
on processional crosses and other liturgical 
objects. Several crosses in the exhibition dis- 
play the Deesis on the front, among them 
the processiona! <rosses of The Wietropolitan 
Museum of Art, the Musce de Cluny, and the 
Cleveland Muscum ot Art (cat. nos. 24-26). 
While the figure ot Christ is usually placed 
in the central medalion of processional crosses 
and 15 flanked by the YVirgan and Saint John 
the Baptist (see cat. nos. 24-27), here Christ 
anl the Virgin flank the lost central medallion, 
and the image of Saint John the Baptist is 
moved to the center on the back. This sug- 
gests that the central medalion on the tront 
may have originally contamned an important 
relic or jewel,? 

Ftve medallions decorate the back ot the 
cross. Saint John the Baptist in the central 
medallion 1s fanked by Saints Constantine 
and Helena on the verțical axis and by the 
military saints George and Theodore Teron 
on the horizontal. A floral cross 1ssues from 
the central medallion, its arms ending in 
classicizing anthemia. The fimal medalhons 
are embellished with rosettes. 

The exceptionally prominent position of 
the bust ot Saint John the Baptist at the cen- 
ter of the back suggests that this cross may 
have been made for a church dedicated to the 
sat. [he unusual emphasis on the bapusmal 
atinbute in the inscriprion flanking the saint, 
which identifies him as the Bapust rather than 
the precursor ot Christ— this saint's more 
usual epithet— points tu yet anuther possibili- 
ty: the use of such crosses in the liturgical cer- 
emonies ot the Epiphany (January 6). During 
the blessing vf the waters on that day, the cross 
becomes the principal focus of the cereman 
as it is thrown into the water and retrieved by 
one ol the fâithful or dipped in the water to 
sanctify it. The depiction ot Saint Thalelaios, 


associated with the liturgical ceremonies of 
the blessing of the waters, supports this view. 
His representanon in the central medalhon on 
the back ot the Metropolitan Museum cross 
(cat. no. 25) Eurther ulustrates this connection. 

The Benaki cross, like other processional 
crasses, probably fulfilted a variety of functions 
during, the Middle Byzantine period, all 
derived from the significance af the Cross aș 
the symbol of Christ's triumph over death. 
Thought to bring victory to the emperors' 
expeditions, such crosses were carried into 
battle; consulered objects of supphcaton, 
they were the focal points n public and mon- 
astic processions; believed to have healing and 
blessing powers, they were used for ritual 
biessingrs.* 

DK 


1. For restoratiuns arul replacements, see L. Bouras 
197, p. 21, 

2. The depunon of Sunt Sisinmus may be nel to 
the danar of the cross. Representatiaris of thus 
saint were originally employed te decorate 
amulets. 

3. Î.. Boaras 1079, p. 22. 

4. Washington, D.L.., 1904, PP. 23, 47-49. 


LITERATURE: L. Pouras 197Q: Athens 9094, na. E7; 
Waslungton, D.C. 1994, PP. 23, 47 44. 


EXHIBITICN: Athens 1994, na. 57, 


24. Fraganent of a Processional Cross 


Evzantine, mid-uth cena? 
Silver, silver gal, and nicllo 
205 X 45. CITE (LI 4 1774 IN.) 


ÎNSCRIBED: Front, on the medallions, IC XC 
(Jesus Christi, MHP OY (Mather of Gad), CA [tu 

O IIPAM (John the Precursar), 9 APX MIX (The 
Archangel Michael). Back, on the medalhon, O OCID 
CABAC [Saint Sabas); em the upper arma, i OHIO 
ANTIWNIO (Anthony the Careari, O OCIGC 
EYEOYMIU | Euthyrntos the fareat); on rhe let arma, 
U OC EPPAIN OU CTF ! Ephraim the San], O IIS 
TAAPlwN (Ilanon); on the right arma, 0 DC 
ANACTACIG O TO CINA (Anastasios of Sinai, D 
OC [HU O THC KAIMAKU (John Klimt: Go saints 
hold scrolls mith texts: Ephraim the Aprian, (HOCHI 
TA TOT KOCMOY MATALA PYTELA EZHA (Those 
who [go out] to flee che vain things ot the world), 
and John Elimax, MIMACBO O TO EAYTTOY 
DUPTION (Let him bc imitared io bears] his 
on burden).! The lost lower arm carricd this inscrip- 
nori: +KAAAILEPT ILIE O TIMIOC CTPOC OYrTOC 
LIIONOMATI TOY OCIOY IPC [Ido HN CADA “IO 
ATEOAALY XONAR RAI TIPE TOt EAI ETITOPO 
MONHC THC [AACTINH[: (his precious cross was 
beautifuliy sarorked in the name of cur blessed father 
Sabas by Nicholas the monk anul presbyter and 
fouuder ot the Manasten; of Glastine[?])? 


90 THE GLORY OF BiIZANIIUM 


CONDITION: The lower arm, now losr, containedă 
to niello images of monastic saints, Arsenios the 
isreat and Abramuios, and an exrended decdicatori 
Liscri prior. 


The Cleveland Muscum ot Art, Cleveland, Okuo. 
Purchase Leonard C. Hanna, Jr. Bequesr (70.36) 


The Cleveland cross is the finest of five sur- 
viving processional crosses with redallions 
on the front and niello decorarion on the 
back (see cat. nos. 26 and 27 for others of 
the group). The silver shearhs forming the 
Latin cross are held together around the iron 
core by clegant faceted fimals, as on the oth- 
ers with surviving terminals. The shimmer- 
ing Silver surface of the front, witii its finely 
wrought and gilded repousse patterns, 18 
subriy highhghted with miello. An elaborate 
rinceau pattern extends in a cross shape from 
the central medalion of Christ Pantokrator. 
Ar the ends of the crossarms, medalhons of 
the Virgin and John the Precursor complete 
a Dcesis composition. This image, standard 
on many Byzantine PrOCESSIONAL CTOSSES, SITESSES 
the role of the Cross as intercessor for human- 
ity.* Above îs a bust of the archangel Michael. 
On che back, pairs of saints are worked un niel- 
lo, creating; a compelling pattern of silver and 
black. A repouss€ portrait medalhon of Sant 
Sabas (439—532) 15 at the center of a rinceau 
cross worked in niello on a stippled ground. 

As on the other crosses in this group, the 
decoration on the front has a general suppli- 
catory theme, while the focus of che nielloed 
back is specitically dechcatory. Ihe lost iascrip- 
non rnakes clear that the cross was dedicated 
te Sabas, who was revered tor defending 
Orthodoxy after the Council of Chalcedon 
(431) and for founding the Great Lavra near 
Jerusalem, In the Middle Byzantine period, 
long after the Arab conquest, that monastery 
remained one of the major Orthodox centers 
n the Holy Land, still producing manu- 
scripts in the eleventh and twelfth centuries. 
Surrounding; Sabas an the cross back are other 
Eastern monastic saints strongly associated 
with acts of conversion and the defense of 
Orthodoxy in Syria, the Holy Land. Egypt, 
and Sinai.? he wwo on the right arm — 
Anastasios ot Sinai and John Klmax (see 
also cat, no, 247) — art from the other great 
Orthodox center ro sureve in the Muddle 
Byzantine centuries in the region ot Jerusalern, 
the Monastery of Saint Catherine ou Mount 
Sinai. 

The site ot the workshop that produced 
this cross and the monastery to which 1 was 
dedicated remain unknown. The dedication 
Of a cross by a religtous figure 1s not unusual 
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(see cat. nos. 24, 26). Whule it has been sug- 
gcsted that the crosses în zhis group arc from 
Eskişelur in Turkey, n the heart of the empire, 
the artributien has not been substantiated, 
Because the monastic saints depicted on the 
cross were noted for their efforts to convert 
and to defend Orthodoxy, 1t îs tempting, to 
conclude that the cross was dedicated to a 
muonastery or church in conflict with a heret- 
cal sect or another religion prevalent în its 
region. Connecting the work to an Orthodox 
monastery in Jerusalem or the immediate 
area appears most appealing but cannot et be 
confirmed, The images of the Eastern saints 
do not ahways follow the portrait types stan- 
dard in the eleventh century, yet he portrait of 
Christ is similar ro rhose on coins ot the era 
from Constantine VIII (r. 1025-28) through 
Constantine X Doukas (r. 1039-67). hus the 
workshop must have been in lunited or selec- 
rive contact with contemporary Byzaninc 
traditions. Wlhule John Cotsonis has connected 
the sulid figure style of Chrast to the rehquarv 
Of Saint Demetrios in the Krernliri, datable to 
10$9-—67 (cat. no. 36), a some hat earler date 
in the century, suggested bath by Cotsonis 
and bv William Yom, would appear to be 
correct.E Of the processional crosses with a 
rinceau cross around the central medalhon. 
only the early ones, thus Cleveland cross and 
the Metropolitan Museum cross (cat. no. 25), 
have hand-worked patterns with highly 
ndividualizeă cat forms. 
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25. Processional Cross 


Frzanrine, first halt cf rich cennunp 
Sihzer and silper gilr 
E X 45 CM [2304 X 174 10.) 


INSCRIBFED: (in the tront medallions, IE 4 

[Jesus Chrisci, MP B* (Mather at (rod), 3 A LU 49 IP 
“Țehr the Precursor), SIISALA (Michael), PAHPIA 
(tiabriel); an the back medallonz, 1? A GA AEAEOC 
(Saint Thalelaros:, U 4 RIEUA 40 (Saint Nieholasi, 
CA Iti 0 XP ( Saint John Chrsoster), OELA 
(Lriel), Pal | Eaphaely;, an the foot, AEHCIC 
AEtINTUC ENHUCROIIOA (supplicatori ot Lea, 
bishapi 


COoNTITIGN: The sheaths and medallieras are re- 
assembled. portians cf the original irc cere sune; 
the hemispherical finials arc scverely damaged, fe 


haang only the lower hemisphere, and one 15 lost. 


The Metropolitan Museum cf Art, He York, sI. 
Rogers Fund, 1993 (1993.163) 
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Processional crosses were wideiy used in 
the Middle Byzantine era in imperial cere- 
meonies, military campaigns, anul liturgacal pro- 
cesstons (/zta:), including thosc of the True 
Cross, and as votive gifts.' The Metropolitan 
Museums cross 15 unique among the «laborate- 
Ip decorated silver and silver-gih processional 
crosses that surerve in being dlecorated on both 
sicles with finely wroughr siber-gale medallhons. 
'Lhe repousse figures on each ot the ten medal- 
lons were filed th gypsum and their backs 
capped with soldered-on disks of iron to 
prowide additional support. The eight silver 
sheaths that form the arms of the cross were 
then attached to the thin iron core with tin- 
lcad solder. On both sides a separately mod- 
eled medalion at the center ot the cross was 


laid over the enids of the sheaths.? 





lhe centrali medalion on the tronr ot the 
cross shows a bust of Christ with strong, 
chiseled feanures; beyond the medalhon extends 
A rinceau cross în repousse€, composed pt 
hand-worked, freely drawn leaf patterns. In a 
standard Deesis composition Christ is flanked 
by the Yurgin and John the Precursor (John 
the Baptist), who turn toward the center and 
rase theur hands in supplicanon from the encls 
oi the crossarms. Lhe archangel Michael, 
above, wears an imperial feros. The archangel 
Gabriel, below, wears an embroidered jozos. 
An elegantiv wrought acanthus leaf decorates 
the base of rhe cross. On the shimmering 
silver ground ot the back, the central image 
15 of the now nearly furgotten Saint Thalelaios. 
A late-third-century martyr, this physician 
saint carries the symbols oi hus profession, 
an elegant lancet and a surgical tool casc.? 
Flanking him are two saints wicleli revered 
in the Middle Byzantine period, Nicholas 
and Jahn Chrysosrom. Above îs the archangel 
Uriel in imperial eros, and ar the base the 
archangel Raphael in simpler dress. On the 
foot an inscription idenrifies the cross as 
the guti of a Bishop Leo. A number of crosses 
are known with dedications to Leo in some 
variation ct the name, but none can be denti- 
fied vuth chis cross. The most closely con- 
nected cross has hemispherical finials similar 
to those seen here and 1s enclosed in a larger 
silver cross of the tenth or early eleventh 
century that was donated by an as yet unidenti- 
fied Leon, a military figure in command of 
all the Byzantine forces in the eastern part 
of the empire.* 

Related to the present cross 15 a group of 
five crosses all similariy decorated with silver- 
gilt medallions and ribbon-and-bead borders 
an the front, but with ruello decoranon on 
the back; they have been dated from the 
eleventh through the thirteenth century 
(cat. nos. 23, 24, 26, 27) They difter from the 
Metropolitan Museum cross not only în the 
use ot niello but also in bearing elegant, 
facered finials (car. no. 27 has lost its funials). 
It is tempting to regard each finial pattern as 
the product ot a specific workshop, but sa far 
no evidence for this connection has been 
established. The frecly worked leaf designs 
on the Metropolitan Museum cross are most 
closely related ro leaf patterns of the late tenth 
co the carly cleverth cennury, such as those on 
che icon ot Saint Michaei in the Treasury of San 
Marco m Veruce and the icon ot Saint Symeen 
the Stylhte in Cicorgaa (cat. no. 233). Medallions 
placed on bath sidles of a cross are known as 
early as the tenth century (see cat. no. 23). 
Taken together, the arrangement of the medal- 
vons on the Metropolitan Museum cross, 


the finely sculpted faces, and the leaf patterns 


in the rinceau and on the foot, along with 
the fiumuals, suggest an early- to mud-eleventh- 
century date for the work. 

Neither the style nor the figures on the 
present cross offer any hunt as to the location 
of the workshop în which it was made. Ir is 
thought that processional crosses Like this one 
wer& dedicated to the saint whose image 
appears m the center on the back and to sites 
connected with hum. Thalelaos, who occupies 
that position on thas cross, was a healing; sant 
widely known in the Middle Byzantine world, 
his name being among those used in the ltur- 
gy for the purification of water.€ He was mar- 
we near the Mediterranean coast, at Aegae 
(in modern Turkey), in 284. While his relics 
were ulnmately transferred ro Constantinople, 
there were other sites dedicated to him, 
including, a martyrium in Jerusalem that the 
historian Prokopios of Caesarea noted in the 
sixth century.” The inscnption suggests that 
che Metropolitan Muscum cross was meant 
as a votive gitt, or supplication. The Deesis 
on the front emphasizes the intercessory 
intent of the gifr of the cross, The image of a 
physician saint may have been intended to 
associate the present cross with healing, a 
connecrion implied by passages in a homily 
attributed to John Chrysostom: “Hauil O 
Cross, power for those who are ll”; “Hal O 
Cross, the purification of sickness?E “This it 
15 possible that rhe cross dedicated to Saint 
Thalelaos was an offering related to an ill- 
ness rațher than to a specific site associated 
with the saint. Certainly churches contained 
crosscs for many uses, as confirmed by the 
records ot the monastery tourmded near Edessa 
(in present-day Syria) by Eustathios Boilas, 
an elevenrh-century dignitary.S 
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26, Processional Cross 


Byzantine, late 1ith-early 12th cena 

Silver, silver gilt, niello, iron, and brogze 

38 x 39 cm [224% 15% în); UI. wuth Support 73 cm 
(304 in.) 


INSCRIBED: Fronru, on lovr medallians, LC XC 
(Jesus (ohrist). MAP Or (Mother ol God: O 1 O 
IPOAPOMULC (John the Precursor); APX O TABPILA 
(Caabriel). Back, in the center, MAP 9 (Mother of 
(cd; aboree the (orucilixicer, IE XI (Jesus Christ), 
Y4[0%] 0 YO[C] Cor (Here is vour son), TALOYI 1 
Ni Coe (1 dere ss your mother), îi VAI (The Sur), 
CEAINI (The Moon), on the left arm, U XEPETICMOI 
(The Annunciationi, TABPIIA (Gabriel), MHP 9 (Ihe 
Virgin, on the righe arm, Ta ATL TU ATION [The 
iloly of Holies); at the base, + AABDYCA TPOWIM 
Y BEOTOKOC EY XIPOC ANTEADY (the “irgan 
reccring foad from the hand oi an angcl); belor,, 

in a donor inscriptian, besude the image ot the 
MONK, + AEYCIC T 44 TOY 9% KOCMA [MONIAX 
(Supplicarian | Decsis] oi die serzant at (zod, Kosmas 
the Aionk) 


CONDILLAON: Lhe cross 15 rescored; rhe Iten core and 
bronz: support surezve; the sheattung ol the left front 
arm (yrth inscripuon tor archangel), portons af the 
sheathing on both back arms, and one finial are lost, 
PROYVENANCE: Said ro have been found near 
Eskigehur, Turkey; hought at (Christie, Londar, 
April ş, raăz, lat na. 97. 


Musec National du Moyen Agc ct des Thermes de 
PHStel de Cluny, Paris, France (CI. 23295) 


he Cluny cross îs a votive gift notable for 
its donor portrait and extensive narrative 
decoration, in mello, on the back. The front 
ot the cross is much like those of the other 
four surviving silver and silver-gilt Middle 
Byzantince processional crosses with niello 
decoration that are regarded as belonging 
co the same group: all have repousse decora- 
don on the front consisting Of a central medal- 
lon from wluch rinceaux extend, forming a 
cross, and four medaliions ar the ends of 
the crossarns (see cat. nos. 23, 24, and 27 for 
others of the group). The rinceau pattern 
on this example, a snft, stamped version of the 
complex design that adorns the Cleveland cross 
(cat. no, 24), indicates that the Cluny cross 15 
onc ot che latest in date. Its central medalhon îs 
an umage not oi Christ Pantokrator, as on the 
other four crosses, but of the YVurgin Orans. She 
15 flanked by busts of archangels on the side 
arras, with Christ above and John the Bapast 
below, a variaton on the standari Deesis 
iconography. 1he mello decoration on the 
back also focuses on the Virgin. At the center 
the Virgin stands holding the Chris Child 
(the Virgin Hodegetria); above 1s the Cruci- 
fixion with the Virgin and John the Theologian 
in attendance. The left arm depicte the 
Annunciation, with the archangel Gabriel 
approaching the seated Virgun. On the nght 
arm and the foot are ro scenes îrom the 
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Protoevangelion of James, an apocryphal 
second-century text on the life of the Virgin 
that inspired much of the Marian imagery 
during the Middle Byzantine era.? The dam- 
aged scene on the arm is ot the Presentation 
in the Temple: the Virgin and her parents, 
Joachim and Anne, hands raised in suppiica- 
zion, approach the temple accompanied by a 
pair of candle-bearing maidens. A portiun of 
che temple sumives at the tip of the cross, bur 
the figure of Zacharias receiving, the Virgin is 
lost. At the base of the cross an angel descends 
to feed the Virgin in the temple, as described 
in the Proroevangelion. 





The representation of these scenes as sep- 
arate events is tppical ofa Byzantine tradition 
chat existe by the tenth century. By the nwelfeh 
<enture the official imagery of Constantinople 
had fused the scenes into a continuous nârra- 
tive, One of the earlest examples of this inno- 
vation îș found in the Menolagian of Basil II 
(cat. no. 55). The use of the older uradition on 
the Cluny cross îs evicieace that the work was 
produced în a center relatively unteuched by 
the artistic currents onginauing in the capital. 
A similar cross with narrative scenes in niello 
of the life of the prophet Elijah, now in the 
Muse d'Ar et d'Histoire, Geneva (inv. no. 


AD 2560), is reported to have come from 
Eskişelur în Turkey and promides a basis for the 
attribution of the four crosses to that region,* 
Jean-Pierre Cailiet and Jannic Durand agree that 
corruptions in spelling in the inscriptions sup- 
port the artnbution of these works 1o a provin- 
Clal center, as would be found in northeastern 
Anatolha.* Nevertheless, it remains difficult to 
confirm where any of these ctrosses were made 
or dedicated, At the foot af the cross 15 an 
image of the donor, the monk Kosmas, to- 
gether with his declicatory mscnption — a rare 
combination that proves that the cross Is a 
votre gift. Kosmas may have piven the cross to 
a church dechcated to the Virgin or to a chapel 
in her nare within a larger complex.* 
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27. Processional Cross 


Es'zantine, late uth-early 124h centuri 

silver, silver gult, nielle, iron, and bronze 

27.4 X 147 CO (LO X Și in.) 

ÎNSCRIBED: Cin te [tomul in Greek, Jesus Christ, 
Mother ol tacă, John the Precursor, Archangel 
Michael, Archangel Gabriel: an the back, Archangel 
Michael, Archangel Uriel, Archangel Raphael, Saint 
Pauli25, Sam Niketas 


CoNDITION: The finaals are lost; only a portian 
af the bronze tang survives. 


PROYENANCE: aid to corne from Eskişchir, 
Turkear; icarmerly in the coliecaan ct Arhanasiss 
Chertsos, Zurich. 


Lhe tiearge Ortiz (_allecrian, tseneva, Sertzerland 
(260) 


The front of this double-faced cross, finely 
worked in repouss€ and silver gilt, shows five 
medallions arranged within a beaded ribbon 
border. The bust of Christ at the center of 
the crass is tramed by a repouss€ rinceau 
cross with pointed ends and, together with 
the Virgin and John the Baprist ar the sidcs, 
forms the Deesis. Above and below are the 
archangels Michael and Gabriel. On the 
severely simple ground of he back zhe images 
are worked in silver gilt and niello, Ar the cen- 
ter stands an imposing image of the arch- 
angel Michace! in an imperial feros; his wings 
are outspread and he 15 flanked by buses of 
the archangels Unel and Raphael, Ar the başe 
15 a bust of Saint Niketas ot Medikian hold- 
ing a small martyr's cross, and at the top a 
full-length figure of Saint Paul (?) in military 
dress and holding a sword. 

Other Middle Byzantine processional 
crosses with silver-gilt medallions on the front 
and elaborate decaranons on the back survre 
in both complete and fragmentary states 
(cat. nos. 23—-26).' The sites ot chei producnon 
and dedication remain uncertain, Several 
crosses with mello decoration an the back 
have been attributed to Eskişehir in Turkey, 
although the question of a Constantinopolitan 
origin for az least some of the group has again 
recently been raised.” This cross, which has 
lost its finials, 15 very like the Cluny cross 
(cat. no. 26) in the faces on the medallions 
and the ponnted ends of the rinceau cross. 
Because this work 15 smaller, its rinceau cross 1s 
formed by a single row of leaf patterns rather 
than a double row;, as on the Cluny cross. Like 
that cross, it should be considered a work of 
the late eleventh or early rwelith century. 

The Ortiz cross is similar both to the Cluny 
cross and to a cross in Cseneva in having a 
large nielio figure at the center on the back. 
On the Cluny and (Geneva crosses the images 
ot the Virgin and the propher Ehyah, respec- 
uvely, are surrounded by narrative events 
from cheir lives. While the standard decora- 
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tion on the front ot all three is a Deesis across 
the horizental arms vnth archangels at the 
termuinals ot the vertical arras. the decorauon 
on the back 15 more individualized and 15 
thought ro refer to the site — or to the saint— 
te which the cross was dedicated. A site dedi- 
cared to Samt Niketas (ca. 760-824) may have 
been the recipient of this cross.* Niketas was 
famous for his role as a supporter ot the use of 
icons during the Iconoclastic controversy; 
Iconophile saints are featured as well on the 
Cleveland cross (cat. no. 24). It is also pos- 
sible that the cross was made tor a site dedi- 
cated to the archangel Michael, ho appears 
on both sicles of the cross. Cross fragments 
at Dumbarton Oaks, Washington, D.C. have 
been associațed mnrh dedicațions to the 
archangel, who was revered in the Middle 
Byzantine era as the protector of the imperial 
armies.* Saint Paul in military garb is a rare 
image in Byzantine art.” FIE 
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28. Paten 


Eyzanune (Caonstantinuple?). late: gth-- smd-oth century 


Agate, silver gale, ckuisonne enamel, ard permstones 
DIAM, zac qui 


CONDITION: There is limited lass of cnamel on 
the lomer left ot the central medallion and on the 
threc cloisennc-enamel pladucs on the rim, 


PROYENANCGE: Dorninucan Cunvenit, Madrid; 
coliecuan ct Adolphe Storch, Brussels. | 


Musece du Lone, Department des (ohicts d'ârr, 
Paris, France 


The paten — a concave agate disk with a 
medalion at its center and a broad, beaded 
silver-gult rim joined to the foot by three 
bands — 1s similar m shape to the large paten 
in the Ireasury of San Marco, Venice (cat. 
no, 29). The double beading on the borders 
ot the rim, moreover, brings to nund the 
pearl-and-head borders of the San Marco 
work. The three red gemstones, three green 
gemstones, anl three floral cloisonnc-enamel 
plaqucs decorating the rim, hke the three chal- 
ices on the table in the medallion, are surely 
meant as afhrmanons ot the doctrine of the 
Trinity, an issue of central importance în the 
Middle Byzantine centuries.ă Stylistically the 
meclalhon has been <lusely |inked to two works 
of the lare ninth or early tenth century, the 





vâtive cron Of Leo VI (r. S86—g12) and the 
Byzantine book cover with crucitied Christ in 
the reasury of San Marco, Lake this paten, they 
have simply outlined figures and generously 
spaced cloisons.* Klaus Yessel has sugpested 
that the three works arc from the same work- 
shop. The earliest connections to the cloison- 
n€ enamels on the rim, with their dehcately 
interlaced trilobed Aoral mons, arc found 
among, the elaborate patterns on the intenor 
of the mid-tenth-century staurotheke (reli- 
quary for a fragment of the rue Cross) at 
Limburg an der Lahn.* The small size of the 
paten suggests it was meant for private rather 
than public Euchanistic use. 

The cloisonne-enamel medalhon at the 
center of the paten depicts the Last Supper, 
the biblical prefigurement of he Eucharist, 
A nimbed Christ sits to the lett ot the table 
and points toward the apustle at the lower 
right. The emphasis on the apostie's bare fect 
may be a reference to the Washing ot the Feet, 
udentifying the figure, the only apostle shown 
full-lengrh, as Peter (John 13:6-85. The other 
apostles, in half-length, radiate around the 
tabie, with a dramatically long-armed Judas 
facing Christ and reaching toward his sym- 
boi, the fish. The use ot the paten tor the 
offering of the bread —the body ot Chrisr— 


is emphasized at the center of the medallian 
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by the large fish arranged on the lobed, sipma- 
shaped table, an Early Christian tradition.? 
Because the letters ot the Greek ward for 
fish, XOYC, were understood as an acronim 
Of “Ţesus Christ, Son of God, Savior? the 
fish must here represent the Host served to 
the congregation. 

HEE 


„ Salles and Lion-4soldschmide 1, p. 1qq. 

+ New tark and hlian 1984, pp. I&a-70. 

. ODB, vol. 3, p. 2118, 

„Me Yark and Wiilan 1984, n0s. 8, 9, pp. î17-28; 
Athens 1084, pp. 3831-92. 

„Wessel 1967, p. 53. 

. Ibid., pl. zzb. 

7. New tork 1979, pp. 8637-38, no. 376, 
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LITERATURE: Salles and Lion-taioldachmicdt 1056, 
PP. 144-439; Wessel Ly&7, pp. & âăâ;, New York arui 
Milan 1984, pp. 1&y-70. 


EXHIBITION: Paris rg3u, 00. 4ăq. 


29. Paten with Christ Blessing 


Tiwzantinie (Constantinople), 1th centure 
Alabasrer, pold cloisonne enamel, silver gilt, rock 
crystal, and pearls 

DIAM, 34 CU (03 1. H, 3.2 CM (TA 1n.) 


ÎINSCRIBED: +AARETE LATETE TOYTU M 
ECTI TO C (Take, ear; thus i my body 
[Matt. 26:26]) 


Procucatona di San Marco, Yenice, Italy 


(Hahnloscr 43) 


This liturgical paten was carved from a plece 
of fine alabaster. Its interior surface is shaped 
as a six-petaled flower. A central medalhon in 
gold enarnei depicts Christ Pantokrator holdirz 
the Gospels and blessing with his right hand. 
The medalhon border 15 made of four plagues, 
probabiy to facilitate manufacture, and it bears 
an inscription in blue enamel, This text, often 
used on patenis, :s from the Euchansuc ptayer 
for the consecration of the bread and thus is 
appropriate for the plate on which pieces of 
consecrated bread are placed and carned, 
The paten's silver-gilt border 15 decorated 
with rectangular and oval! rock-erystal cabo- 
chons. Reddish and blue metai foils are placed 
under the cabochons to color them, and an 
interesting, pattern 15 created by these tints, 
independent of the shapes. The sequence is 
two reddish followed by one biue (a tew are 
missing). The blue cabochons alternate in 
shape from oval to rectangular. There 15 also an 
overall symmetry, a tppical Byzantine feature 
in decorative schemnes. Thus each blue cabochon, 
either oval or rectangular, is flanked by rwo 
red ones ot the opposite shape. A blue oval is 
flanked by red rectangles, a blue rectangle by 
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red ovals. (At the top left, however, there îs 
only onc red between two blues.) The design 
seems straighttorward, but in fact it 1s con- 
trolled by a rhythmuc order and a sophisticated 
simplicity. The paten is supported hy a silver- 
gilt splayed circular toot which :s attached to 
the outer rim by three hinged metal bands. 

Although there are conceprually similar 
patens, especially an older example made from 
a piece ot agate with a central medalhon of 
the Last Supper (cat. no. 28), this alabaster 
paten î5 distinguished by its simplicite and 
severeness in decoration and by the high 
qualim of the work in stone as well as in metal. 
The sophistcated approach to materials evl- 
dent in thus paten has made daune ut difăicult. 
A date in the eleventh century might be 
appropriate because of the fine detail in the 
figure of the Panrokrator, especially in his 
hands and drapery, and because of the inserip- 
uon of Chrises name in srall medallions on 
either side of his head, a teature that is not 
common before the eleventh century. 

1K 


ExHIBITIONS: Athens 1963; New York and Milan 
1584, na, 138, 
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30. Paten 


Eyzanrine (Consrantinaple!, nud-rzth century 
Sueer, cast, hammered, engraved, and gilded 
DIAM. 41.3 CO (1654 in.) 


INSCRIBED: (n the fabula, IC XC (Jesus Christ]; 
Hanking the cross, IAE O YUC COY (Here 15 vour 
san); LAU H MHTHP COY (Here is your mother); 
above the half-length angels, MIXAHA (Adichael); 
TABPIHA (Gabriel); encireling the Crucifixion scene, 
AABETE PATETE TCYTO ECTIA TU Cui A MO 
TO VIIEP Yi EAUMERIUIA EIC APECIN 
AMAPTIURN (Take, eat, this îs TRY boc, which ras 
broken for yau tor he forgivencas at sins) 


Com bpuIIOi: There îs a circular repair near the 
center betacen Christ and Saint John, with Dara let- 
ters ut the inscnpiioa almost totally replaced. 


PROYENANCE: Church of the Holy Apostles, 
Constantinople; ! part af the boom from the sack of 
Constantinople by he Fourth Crusade în 1204; Konrad 
“cu Krosigk, bishop of Halberstadt (1202-58), 


Domschatz, Halberstadt, Crerman (36) 


The center of this large pate 1s a recessed 
octolobe on which the Crucifixion 1s repre- 
sented. Christ stands on the suppedaneum 
betore the cross, his arms outstretched. His 


head is only shghrlșy bowed in the direction 
ot the Virgin, who, like Saint John the 
Theoiogian, stanids on a low mound at one 
side of rhe cross. The Virgin gesrures toward 
her son, and John holds a hand to his face in 
grief. Above, halt-length winged figures of 
the archangels Michac! and Gabriel turn to 
Christ with extended hands. Folated vine 
tendrils fil] the interiors of the lobes outside 
the surrounding inscnption, which provides 
the words ot the Last Supper, taken from 
Matthew 26:26-—28, as quoted in the Liturgy 
of Saint John Chrysostom, che fourh-century 
bishop af Constantinople. Ihe angled sides 
Of the Lobes as well as the level rm continue 
the rich decoration, with interruptions for 
regulariy spaced and inscribed medallion busts: 
eight martyr Saints occupy the slopes, and eight 
episcopal robed Fathers of the Orthodox 
Church the level nm. 

Both the vine tendrils and the medalion 
busts on this paten can be compared th 
goldsmirhs work of the period, some of the 
most outstanding examples oi wluch are the 
silver crosses included here (cat. nos. 24—27), 
As a group, these objects represent, artistical 





and conographicalhy, Middle Byzanunc gold- 
snuths” work of che greatest importance and 
the highest level of qualizy. Similar decurative 
elements are found in Middle Byzantine 
ivory carvings (cat. nos. 79, BO, 159) and 
illuminated manuscripts (cat. nus, 46, 60), 

Lhe onginal function of the paren is made 
clear not only by the encurcing inscnption but 
also by the imagery: the Crucifiuon at the cen- 
cer, wirnessed by the Virgin; Saint John; the 
archangels; he martyr saints, each of whom 
ciutehes a small cross; and the Church Fathers, 
who hold Gospel books. The large size of 
thus paten, like that of the example trom the 
Treasury of San Marco, Venice (cat. no. 29), 
possibly 1s explained by the type of Eucharistic 
bread used and/or by the number of com- 
Municants it Yas meant to serve. 

Konrad ven Krosigk, bishop of Halberstadr, 
presented a number of rehquaries and other 
works to the church in Halberstadt in 1208. 
Most ot this material was boot trom the 
Fourth Crusade's sack of Constantinople in 
1204. According to Bernhard Bischofi (1967), 
there are references to the paten in the 1208 
document ot gift and to its use in the West 


as the base for a rehquary for the head at Saint 
Stephen the Protomartyr. Thus, as was the 
case with many Byzantine objects brought to 
the Latin West, this work was subject to 
adaptive reuse in a new, Eurapeaii context; 
the hole near the center, now parched, may 
have had something; to do with the paten's 
later function. 

The question arises as to whether the paten 
could have had any stylistic or iconographic 
influence en objects produced in its new 
Western home, The foliared rinceaux,? the 
repoussc busts,* and the formal elements 
af the Crucifixion already figured in the art 
of northern Germany. For example, a com- 
partson ot the paten with a Lower Saxon 
( Hildesheim?) Crucifixion mintature țeat. 
no. 313) reveals striking stylistic similarities 
in the delineation of the figures, Yet although 
the manuscript illumination dates ro about 
11Ș0—60 and is nearly contemporarr wirh the 
paten, the ra0 works couid not have had any 
direct relationship because the paten did not 
arrive in neighboring Halberstadt until 1208. 
The (oslar Gospel Book, painted about 
1230-40, 15 usually related to the Wolfenbiitrel 
“Model Book” (cat. no. 319). However, the 
proportions, gesture, and clinging, pleats of 
the drapery of the Virgin Annunciate in the 
Goslar (zospeis* — as well as ot the Virgin 
Annunciate depicted on the cupboard doors 
at Halberstadt, painted about 12305— are 
comparable to those ot the Virgin on the 
paten. It seems probable that the imagery on 
the paten, along with that of other Byzantine 
objects transporred to Halberstaclt at the same 
time, may have.been a catahyst in the byzantiniz- 
ing trend in works of art created in the regaon in 
the following, decades. 

YD W 


1. See Riant 1875, pr 192, 

2. See rhe hack of the Loser Saxon bronze throne 
from the Tyomworhalle Goslar, of about roâc-3o; 
Spever 1992, pp. 244-357, C0lOcpl. p. 258. 

3, See the Lower Saxon arm reliquare of silver gel 
and champlee enamel over a wooden core from 
the end of the raclith century, now in the 
Cleveland Muscum of Art (30.739 Stuttgart 
1977, vol, 1, 10 478, Ol. 2. ip, 387. 

4. Bee Aruirgari 1977, v0l. 1, NU. 766, ul, 2, N, 460 
(tal. 7av). 

ş. Sec Flemitung ct al. 1973, figs. 158 (colori, 147, 
Wezzmann, “Malerei” 1978, pp. 248, 268, figzs. 1, 2, 18. 


LITERATURE: Riant 1874, p. iaz, Tialton, Ripeariae 
An, rau, p. 354, fie, 318: D. Rice rgşp, no. 136, illus.; 
Bischoit 1967. pp. 150, 152: Bank, “Argenterie” 1970, 
FB. 34347; Flemming ct al. 1973, PB. 2402, 
fips. 123—25; Berlin 1977, N0, LII; Stuttgart 1977, vol. 1, 
EP. 4335-36, na. 367, vol, 2, fig. 370; Gaurhier 1983, 
na, 67, illus,; New York and Milan 184. p. Is, illus, 


EXHTEITION: Stuttgart 1977, 0. 567. 
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31. Chalice of Emperor Romanos 


Bvzancine | Constantineple), rath cenmure 
Sardonrx, siver gilt, gold <cloizonne enamel, and 
pearls 

H, 22.5 CI (84 10.) DIAM. 14 CN [5% II.) 


ÎNSCRIEEL: KYPIE BOHOEI Piu MAX OPOOA 
[AEC]NOT (îaod help Romanos, the Orrhoiloa 
emperor) 

Procurateria di San Marco, Venice, Italy 
(Hahnlaser qi 


The extenor ot this round sardonyx cup has a 
shallow carved design of fifteen petais or lobes. 
The space between the arched lobes 1s filled 
with a dart. Fach lobe encloses a smaller one 
beneath it. Because of this carved pattern, rem- 
uruscent Of the classical egg-and-dart mottf, 1t 15 
thought that the stone cup îs not contempo- 
rary With its silver-galt mount but îs instead a 
Late Antique work that has been reused, The 
imposing silver-gilt setting consists of a con- 
cal foot with a flat base and ot a wide band 
wich enarne] plaques that frames the lip and 
adds height ro the stone cup. Top and bottom 
are connected by tour hinged metal bands, 

On the lip band are fifteen rectangular 
enamel plaques framed by strings of pearls. 
This uneven number precludes the exact 
symrmetry typical of Byzanune decoration, The 
present configuration is not correct. Originally 
Christ and John the Baptist would have been 
placed together diametrically opposite the 
Virgin flanked by the owo archangels. Ihe 
spaces berween these rwo groups would 
have been filled by svmmetrically placed 
enamels ot Saints Peter and Paul, the Four 
Evangelists (Matthew, Mark, Luke, and 
John), and the Church Fathers (Gregory of 
Nazianzos, Basil the Great, John Chrysostom, 
and Nicholas). 

Thus chahce is one of the few important 
pieces that has an inscription giving the 
patron's name, clearly visible in blue cnamel 
letters on the base. This cup, a precious gift 
from the emperor to an unidenrified church, 
asks God to help Romanos because ot his cor- 
rect observance of Chnsuan dogma, Forrmulaic 
peritions are common on ofterings, but here 
the emphasis on the emperor's orthodoxy îs 
interesting. His ecclesiastical correctness in 
relation to the Church is stressed rather than 
simply his prety. Piety îș expressed by the 
term IIICTOC (pious), but here OPROADEOC 
(orthudox) has been used as part ut the 
formula. 

There 1s still debate about the identiry of 
the emperor. În techruque and style the enam- 
cls resemble rhose of the renowmned Limburg 
Staurotheke, suggesting they were made in 
the mid-tenth centur:. The two emperors who 
are possible patrons arc Romanos I |ekapenos 
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tr. 920—44) and Romanos Il (1. 9359-63). 
Technical and stylistic difterences over such a 
short period cannot arguc for one or the other 
emperor. However, it may be thar Romanos | 
would be more hkely to emphasize his 
Orhodoaxy, since his reign began în the year 
her peace as restored vrthin the Church 
after a long controversy precipitated by the 
un- Orthodox behavior of Leo YI (£. 886-912). 
IE 


LITERATURE: Brussels 182, Pp. 1ş1--02; Ncw tark 
anul Milan 1984, p. 137. 


ExHILITIGNS: Brussels 1082, no, E2: New York 
arid Milan 1934, na, 1. 


32. Chalice with Eucharistic 
Inscription 

Brzanrine, loth-u th cenrure 

Sardornx, suer gilt, gold cloisonne enamel, sroncs, 


and pearls 
LI,$ X 20 XI CM [qi X 7 x da IN) 


ÎNSCRIBED: + INETE EE AY TO MANTEA: 


TUPEOTE EET FLO ADRLA SI TI THE. RALMHLC 


AL 49HKHC (Drink from ut, all of au; for this îs ne 
blood ot the new covenant | Matr, 26:27—28]) 


Presuratoria di San biatco, Yenice, Italy 
| Halnloser 36) 


The chalice consists of tăo parts. The badp 
is a large piece ot reddish-brown sardonyx 
cut into a truncated cone; it is polished on 


the outside but left rougher in the interior. 
The silver-gilt mounts at the vessels rim and 
base are connected by wo handles. The foot 
is cdlecorated with a row ot cabachons beraeen 
fine beaded borders. One cabochon is an 


amethwyst, the others are made of glass placed 
against amethyst-colored foil. Two wude 
handles are attached to the base by hinges. 
Each of the handles is decorated with beaded 
borders and five cabochons, one of which îs 
missing. At the rop of cach handle a rall 
cylindrical bezel held a gem; both gen1s are 
missing, 'Lhe handles arc attached to the cup 
at the rim and the base by hinges, This type 
of mount could be easily removed by taking 
the pin out from cach hinge. The silver-gilt 
band around the rim consists of faur green 
enamel plaques framed by strands of small 
pearls within beaded silver-gilt bands like 
those on the base and handles. The inscrip- 
tion, in white, is from the Euchanistic prayer 
for the consecration of the wine and inclicates 
that the cup is a chalice. This use would not 
have been confirmed by the vessel's comcal 
shape, since thus torm was also seen in secular 
contests, [he metal mount allows the chalce 
to be dated to the Macedonian penod (tenth 
to eleventh century), This chalice 15 not of the 
highest quality or material value but is note- 
worth for its simplicity, Lis severe lines, and 
the dynamk curves of irs handies. 

IX 


LITERATURE: New York and Milan 1984, pp. isâ—să. 


FXHIBILLG=: he York and Milan 1084, no. ii. 
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33. “ Apostles” Pyxis 


Byzantane țConstantenople), late roth- 
early th century 

Izei 

H. 9.5 cra (35% 11, DAM. 12.6 CI (5 WL.) 


LON DITIOR: he only loss 15 a missing chip in the 
ri at che edgc of the basc; thc holes on the upper 
and |erser moldings, as well as the excavations and 
greemsh cdscolorations near them, arc the former sites 
af metal mounts and hinges; sccral horizontal marks 
on the leit knec ot the Yurgin and the right kncc of the 
apostle to her right may hac becn made in the or 
prior ta che carving ot the figures; some prormunent 
areas, particulari; several ot the heads, arc mor. 


PROFENANCGE: The dealers Join Hewett, 
Tondoa, and Malhias Komar, New York, until 1973. 


The Cleveland Museum ot Art, Cleveland, Ohio. 
Purchase from the |. H. Wade Fund (73.4) 





33. Fronț 


Christ as Panrokrator, the apostles, and the 
Virgin Orans constitute a continuous frieze 
ot figures scated în high-backed chairs with 
cushions on this pyxis. Christ and the Virgin 
are a little larger than the other figures. The 
apostles are divided on either side of Christ, 
who appears in the center of the side opposite 
the Virgin. Christ faces front and looks out- 
vrard, holding his right hand in blessing 
above the sling of his mantie in an entirely 
traditional manncr; hc has a codex în bis left 
hand. The apostles turn ta one side or the 
other and hold codices or rotati. The Virgin, 
in 2 frontal pose, extends both hands upward 
in a typical orans gesture, which also appears 
in the Latin West, as in the Winchester Psalter 
(cat. NO. 312), 


This vor, in actuality a section of a small 
elephant tusk, has a tapered lip that was 
intendec to clovetail into the missing, hd. The 
compositional and practical functions ot both 
the upper and the lower moldings — framing 
the freze ot hgucres and providing for the 
reception of the lid and the insertion of the 
base in the interior— may be observed in 
pagan and Cunsuan pyxides from the fitth and 
sixth centunes, as well as in the only other later 
example, which dațes from the early fitteenth 
Century. 

The figural style and decorative details of 
the “Apostles” Pyxis are quite different from 
those of Early Byzantine pyxides. A compar- 
1son with the ivories of the Triptych Group, 
established by Adolph Goldschmidt and Kurt 


Weizmann and assigned to the second half 
of the tenth century? reveals a large number 
af compelling; srylistic parallels and common 
details of carving, despite the unicueness of 
the pyxis form in the Middle Byzantine period 
and the absence of a series of seated figures 
with this iconography on an tor? carving 
from any period. The carving of the physiog- 
normics and the treatment of the upper parts ot 
the figures are simular to those ot many of the 
busts that appear an the wings of iary trip- 
tpchs.* The falling ancl pleating of the lower 
drapenes on the “Apostles” Pyxis are stylistica!- 
ly alhed with those of the standing figure of 
Christ in severa! of the other Ivory groups — 
a5, tor example, the Romanos Group —and of 
tao of the apostles in the Last Judgment ivory 
in London.* Lacking the clegance of works 
bv more accomplished carvers, all the fipures 
on the “A posties” Pyxis seem squat. Ihe heads 
are large. The proportions may have resulted 
party from the effort to fit the series into the 
available space anul partly because the dormi- 
nant model for the carver was undoubtedly a 
series ot clearly definable busts. 

The craftsmen ot the Triptych Group were 
less skullca than the artists of the Romanos 
Group 1vories. Wesrzmann observed, in rela- 
tion to the former, that “the organic struc- 
ture of the bodics îs not always sure, and 
the treatment of the drapery and :ts tolds is 
rather sketchy”5 Writing about an Ivory of 
the Koimesis, Weizmann could have been 
referring to the “A postles” Pyxis when he noted 
that the artist “pays considerable attention 
to the detailed carving of the heads, where 
he clearly follows the better models of the 
“Romanos Group2”* 

Care indeed was taken to difterentiare 
clearly each head on the pyxis. The physiog- 
NomMIK types as well as the configuration of 
the hands and of the draperies above rhe wwaist 
follow the same conventions as many ot the 
busts on a reconstructed casket in Washington 
thar shows ihe Deesis with apostles and 
saints and was published by Weitzmann as a 
product of the Constantinopoltan workshop 
responsibie for the Triptych Group ivories,” 
Weizmann has demonstrated that the busts 
on the Washingten casket are partly based 
on the inscribed — and thereby udentitiable — 
busts on another, even finer “apostles” cas- 
ket in Florence.€ a well-known work, which 
Weizmann assigned to the contemporane- 
ous Romanos Group.” The details of Christ 
and the rio flanking figures on the “Aposeles” 
Pyxis correspond to representations on the 
casket, allowing the identifications of the 
pyxis figures on either sude of Christ as Peter 
and Paul, As on the caskets, Paul is shown 
holding a codex, Similarly, all of the other 


apostles on the pyxis, as on the two caskets, 
bear rotuti, save the Four Evangelists, who, 
like Paul, huld books. Whale the apostles are 
mostiy depicred frontally on the caskets, on 
the “Apostles” Pyxis those Hanking Christ or 
the Virgin tun inward. Otherwise, the apos- 
tles on the pyxis turn toward onc another, sa 
chat with a single exception they face each 
other in pairs.!” 

Nearly all of rhe apostles on the pyxis can 
be identified unequivocally in comparison 
with the rwo “apostle” caskets.! The arrange- 
ment in relation to Christ shows him flanked 
not only bv Peter and Paul but also by the 
Four Evangelists, rwo on each side. The Virgin 
15 surrounded by the ro youthtul and beard- 
less apostles, Piulip and Thomas, in accordance 
with standard Byzantine iconography. 

The distinct, upright character of the series 
ol chars upon which these various holy Îigures 
are scated 15 of special interest. Singly, the 
chairs echo and simplify the more grandiose 
examples upon which the figure of Christ 
sits in ivory reliefs of the Romanos Group.!? 
As a serles of contiguous rectangular chairs 
or thrones, those on the pyxis may be part 
of a continuing convention.? 

The iconographic program of Christ 
Pantokrator, the apostles, and the Virgin 
COrans represented an one level an the exterior 
ot a container has no exact parallels. However, 
several earlier and contemporary Byzantine 
works in other materials share the general con- 
cept as well as the common problem-solving 
effort in providing a cogent iconography în a 
decoratively composed way for the exterior 
surfaces of an ecclesiastical object in the 
round. For example, several Middle Byzantine 
enameled chalices in the Ireasury of San Marco, 
Venice, exhubit the single-levej arrangement 
whule expanding the population of those 
represented (cat. no. 31).'* A tenth-century 
Georgian repousse gold “chalice” 1s decorar- 
ed wath a contuinuous arcade, which includes 
the enthroned Christ Panrokrator on one 
side and the enthroned Virgin and Cluld on 
the other, complered by a senes of ten standing 
apostles, five to a side, each identified by a 
Georgian inscription.!* The nimbed heads of 
all the figures m the îrieze encirchng the chalice 
are approximately an the same level, Also to 
be considered are byzantinizing, works pro- 
duced in the "West, such as the Late Ottonian 
arcaded Gertrudis Altar, from Braunschweig, 
Ob about 1040 (now in Cieveland), with a 
standing and blessing cross-nimbed Christ 
centered among standing and nimbed apostles 
on the front and the Virgin Orans in the mid- 
dle of the remaining apostles on the back.'* An 
enameled portable altar at Xanten, a Cologne 
work of about 1160, most closely resembles 





33. Back 


the iconography of the pyxis by represenung 
the enthroned Chnst and the seated Virgin in 
the center of each of the long sides and dis- 
tributing the seated apostles on either side 
and on the two end panels.'” A silher-gilt 
chalice in Fritzlar (cat. no. 297)—a Middle 
Rhenish vessel from the late rwelfth century — 
omits both Christ and the Virgin but displays 
a series of rwelve seated and nimbed apostles 
turning, toward each other in pairs, a teature 
that 15 reminuscent of the “Apostles” Pyxis. 

The underlying system !n these ecclesias- 
tical containers.!% whether Byzantine, Creorgian, 
Otroman, or Romanesquc, emphasizes and 
proclaums the role of the Eucharist as a sacra- 
ment of the Church. Of all the examples 
inclicated, the “Apaostles” Pszxis 15 perhaps the 
most self-contaned and internally (icono- 
graphically and composiionally) balanced. 

The “Apostles” Pas must fail pathin the 
time period assigned to the Tiiprych Group, 
to which it has been attributecd. This group 
of wories has been dated ta the second half 
of the tenth century, following Goldschmudt 
and Weirzmann's initial formulation of 
the group. More recently Weitzmann has 
reafhrmed this dating, citing the reuse ofone 
of the Kpirnesis plaques as the decoration on 
an eleventh-cennury estern book cover,” He 
further postulated the capital, Constantinople, 
as the place of origin of the Triptych Group 
because of its “close stylistic relationship to 
the Romanos Group.” Sinulariy, the “A poastles” 
Pyx1s must share this same Origin. 

WI DD 


— 


. Sc VYCUZmAnI 1972, PP. 77-82, NO. ZI, plă. LU, 
LII; Oikunomuiles 1977, pp. 3290-37, fps. 1a-f. 
2. Doldschrulr and Vieuzmann 1034, vol. z, p. 18. 
3. bul. DOS. 131, 15șă, 182, 183. 186, 187, pls. XLYILI, 
LIY, LX, respecrrrele. Other derauls, such a tie 


RELIGIODOUS ORGANIZAIILON 73 


decoranon Df the covers ot the cendices held by 
Christ, Paul, anul the evangelists, alse have parat- 
Les m several ot rhe same rrories. 
+. Sec, for example, ibid. nas. șș (Staarsbi bi orhek, 
Berlini, &z (Bodleian Libra, Oxtorădy, anul 123 
(Victoria and Albert iduseuru, London. 
pls. XXIII, XA, AL. 
„ Weitzmann 1972, p. 72, 
Ibid. 
„ Îbiut.. pp. 73-77, N0, 30, pls, XLIV—ALIX, 
„ “soldschmide anii Weitzrmanu 1932, vol. 1, 
N. 99, pls, Iu, LIK. 
9. Wertzmann 1972, p. 76, pls. £, LI, 
10, The est evangelist at Peters leit faces Peter 
instead of Da muiing ît clau vest gurc, alsa an 
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evangelist. 

10. Wear, "Mudldle Parzantirue” 381, pi. 

12. Goldschumude and Weizmann 1932, vol. 2, 
1105. 4, 55, 1 62, PS, XXII XXI, 

13. This 15 sugegresteci Dre che later series in clie varelttl- 
centure Pentecost masaucs n the Cappella 
Palacina. Palermo (see Kutzinger 1949. pp. 278, 
277-78, lg. ra), ară in the thurreenthi- ceruri 
bzantinizing Western mosaic on the done af 
the Bapristere in Florence (ee Salnu 193, 
pp. î+a-7a, esp. pp. sez=âă, iilus,, see Falke darul 
Lari 19-43, Pp. 13-a, 

1. Halnloser 1a7t, 05, i (Chale ot Romanes 1 
Ar 11. +2, 43, 49, 30..Ne Vork and Milan 198. 
OS. II, 17, 

15. Chuabinashuil 1asg., pp. 140-358, pls. Be—gi; 
Annranashwili ra, p. 79, pls. 39. +0. Lan 
indebted ta Margaritr Frazer tor bringing this 
Cialu-e fa 0 ArtErItnIuI. 

16. Falke et al. iza, pp. 1 1056 DO 3, pls 1 
Milliken roz, pp. 23-26, illus. pp. 31—33. Oe 
erul at the Gererushs Altar she Saint Michael 
aul che archugzels; ont (he other, Constantine 
aul Helena are depucted mu Sign and 
Adelheid, flankiug, a central cross. 

I7. Falke aud Frauberger pa, pr. 29, pl. ia. 

18. The portable altars cite abene contairved relies, 

TO. VĂCIEZIMANN 1972, pi. a, 


LITERATURE: Yrixom. "idle Byzantinc, 19ă1, 
pp. 33-49, îgs. ra—d; Cutler 1994. pp. 69, 12, 
fig, 72. 


34. The Fieschi Morgan Staurotheke 


Frrzantiru (Constantine, care sri cerne 
Silver gilt, gold, cloisonn enzusel, and niello 
10,2% Fe CT (3 x 2410] 


INSCELBGED jiu nustakes)r AT Tic center 
tap, în the titztrzs, IC iesus), at either side ot Christ s 
Înca, DAL d UZ CA e LAC II ITI C (Here îs 
Tour 30, Here Is vru mother [John 
1g:26-27]); alongside the Virgin, AEOTIORC (Mother 
ot Croat); alorursicte John, HDANIC (Jolni; on ele bor- 
der, clockaase icom the upper ete, O ATIDC 

AHAII TPI e it ATIDC FACTAGIIC e (i AFILIC 

AA PEATIOC e MI RAC e AAPRIO e CALC e 
DACIC e d ATI AAA ME e CE ALI NIC 
E e 0 AVHOC PPILA PÂN Ali e BAPOL ORIEII » 
MO AAC a CHU Saint Demuerrias, Saint 


Fustathios, Sunt Lawrence, ke, Mark, Tluunas, 
Jarzes, Sainr Tantianas, Saint Kosnias, Sau Gregor 
the Miracie- Worker. Bartholomena, Matte, Jude, 
Simon); arcnund the sudes, clockuise fam upper left, 
LI AL IUNI AMNACI ACI e 0) ALI MIROAACIC n» Li 
AL IA DU = Că AL IM: PEIADPIOIC e CATI 
II PUORIOPILIC 2 09 ALIA LELOPI LON e dă AVIUHI 
MEPRIFI PER a ii AFI EC TPATHIIC e d AVILNC 
FEAR TEAC li a (7 ATI: AMAPEA = 4) ALI 
DA LC e 0 ATI ÎLA TAC e 0 AVI TIETPiu: 
(Saint Anastasios, Sau Nicholas, Sant Place, Saua 
Theodore, Saint Prokopios, Saint tseoree, Sau 
Merkouros. Saint Exnstratios, SUNT Tantele mon, 
Saint Andrew, Sant john, Sai Taul, Saint Peter; 
unsicle the luă, XAIPEC AAPIȚONI (Hail, full ot grace! 
[Luke s:28], HR PENA (The Nat), [AEO VOC 
CO a LAT H MHP CP (Here is vor sea... Here 
15 +Cur mother. |honn 1g:26-22]] 


CONDBITION: Gilding has been lost through wear, 
anl an enamei placue mar be missiag at the top, 
vrhere the lock 15 nene toumud, 


PROYENANCE: Lollecnon of Pope Innocent DY 
(Sinilralelo Fieschii, Collecmon of ]. Prerponr Morgan. 


The Metrapolitan Muscum ot Art, New York, N.Y. 
Gutr of ]. Pierpont Morgan, 1917 (17.100.7154,b) 


The Freschi Morgan Staurâtheke 15 a ke work 


both in the histore of enameling and in the 
development of reliquaries, although its 
date and place of origin have been the sub- 
ject ot extensie debate. It 15 named tor us 
premous owners. Pope Innocent IV (Svubaldo 
Fieschi [12+43-54)]) and his family and 

]. Pierpont Morgan. Its silver-gult lid and 
sicles carr the busts of tw:enitv-seven saints 
surroundiug; the Crucifimon. Four more 
scenes, the Annuncrarion, the Nativity, a 
second Crucifision, and the Anastasis, art 
shown on the mside ot the lid, 

Wlarc Rosenberg, in his 19205 monographs 
on enamel anul muello, set the course for sub- 
sequenr scholarship, arguing— cm the basis 
ot the colomum-clad Christ and che enamel- 
cr fault Greek—for a pre-Iconoclast origin 
n Syria or Palestine.” Thuas still represented the 
majority view în the 19605, when Klaus Wessel 
anul Elizaberta Lucchesi Pali published their 
studies ot Crucifixton and Resunrecnion COnN- 
ographw; accocidingly, the relicuary was 
included în the Metropohtan Museuni's 
1977-78 exhbinion “The Age ot Spirituality” i 
Meauwhile, arguing from the Anastasis 
iconograplu, Anatole Frolow proposed a 
post-lconoclast Consrantinopoliran ongin, 
a position taken up br L. Doncheva, and 
the expanding, number of comparable icono- 
graphic examples began to weaken the 
Rosenberg, positien.* The recent study bw 
Anna Kartsenis has decisivelv tipped the 
scale, ant her earby-nunth-centur «ating; has 
been tollowed bi Dirid Buckton, although 
he hesitates to declare a Constantinopolitan 
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origin.* In spite of early Eastern occur- 
rences, Kartsonus argues, tie colobrum con- 
tinued in use through the ninth centure în 
Constantinople; the faulty orthographv ot the 
ename! must be werghed against the very 
eleganr inscriptions af the niello scenes 
inside; but most decisively, the Anastasis 
inside the hd 1s based on the new iconogra- 
ph+ of chat subjcer, which as developed 
in Constantinople about the year 800, The 
relicuary therefore stancs ar the verv begin- 
ning Of the Byzantine tradition of cloisonne 
enameling. The preen-ground techruque, the 
iconography, rhe busts of saints, and even the 
epigraph+ find close parallels în other ninth- 
certuri pieces, such as the book cover (cat, 
NO. 41) and the Crowm Of Leo VI (1. 386-012) 
in the Treasurn of San Marco, Venice. 

The Fiesclu Morgan Staurotheke belongs 
to a class of objects referred to as iustoriated 
reliquaries, which combine relics of sacrecd 
persons, places, or thungs with representations 
that explain the sigmihicance ot the celics. 
Reliquaries of the rue Cross, called srauro- 
thekai, constitute a special group, containing 
the most sacred of all relics, wood from the 
instrument of Chrst's death and of hman- 
kanit's salvation (sec also cat. n0s. 35, 37—40). 
The Fieschi Morgan Staurorheke consolidates 
in a little poitable box the grand message of 
salvanioa. On he cover the cruciticd Christ 
stands erect and trumphant, his eyes wide 
open, Sun and moon bear witness to lus 
niraculous dearh, flowers spring up on all 
sudes, and ls powertul outstretehed amais shel- 
ter the nascent Church below (rhe figures of 
the Virgin and John), The mscnpuon 15 Canst's 
leave-talung, lrom Jolin 19:26-2%, ui wlhuch he 
extends hus fanul to include hus disciples. YYhen 
one opened the relcquari, one beheld not on 
the precious wood itself, contamed in silver 
compartments, but the nlello decoratiori of 
the underside of che lid, expanding the ms's- 
terv of Christ's work to tour scenes of his 
mcarnation and resurrection. Christ descendecd 
into humauite, into death, and into hell to 
bring, humanitr back to life. The relhquar 
was a guarantee ot hle itseli. 

TFM 


L. Rosenberg 1922, pp. 32-35: Rosenberg 1924. 
pp. 36-65. 
2, Wessel Igece; Dal roz. 
3. Frazer î979. pp. 63-36, 
+. Frolom, “Culte” 1961. pp. 320-297: Doncheva 1976. 
3. Bartsonls 1988, pp. gi-12ş: Buckton, “Bizantin 
Enamel” 1988, pp. 2aipţ. 


LITERATURE: Frolow 1oâs, pp, 2693, Ta. 160; 
Wessel 1967. pp. 42-44: Frazer 199. pp. 634-356, 
Rarrsanis 1956. Pp. 94123, 





34. Back ot shding Ic 


34. Back ot box 


35. Staurotheke 


Evzantine (C_anstantinopie), roth centuri 
Tempera an wood 
27 X 174% 3 CIT 00% X 4 x 14 101.) 


INSCRIBED: EIIIEN GKC TOIC EAYTOY 
MADHTAIL: TANTA EXATEAAONIAL MIN, [NA 
ATĂINATE AAAHAOYC (The Lord said to his disci- 
ples: “I am piing au these commands so that ou 
may lore anc another” |John 15:17] 


35. Interior 


PFROYENANCE: Sancta Santorum, Vatican 


Museo sacra della Biblioteca Apistolica, Vatican 
Lat (Tăgăa,hi 


Thuas small wooden rehquarv sheds light on 
panel panating in tenth-century Byzantium. 
Lt 1s interesting both ior the expressreness 
of its umagcry and for its tooled halos and 


borders, a technical aspect considered rare 
before che late Middle Apes. The painted- 
panel medium 1s unexpectecly modest for a 
staurotheke, that is, a reliquary for wood from 
the True Cross. Both its form, a rectangular 
box vth a sliding lid, and its mode ot lodging 
the relic in a sunken patriarchal cross echo 
features of cross rehquaries made of precious 


3$. Slidng; |ud, inner tace 





metal. However, its rich but reticent material 
arul the coritent of its pictures suggest that this 
reliquary was made originally to carry some 
particular and even personal message. The 
box had reached Rome by the twelfth century, 
and it may have arrived there through some 
interchange among the high princes of the 
Greek and Laun Churches, 

On the ourer face of the lid the Crucifixion 
is depicteid in an exceptionally moving man- 
ner, with Jesus dead and the Virgin bending, 
ro embrace his pierced and bloody fear. 
Robin Cormack has associated this motif 
with the xocxl Fnday sermon on the Virgui's 
Lament by the passionate ninth-century 
homilist George of Nicomedeia.! The Good 
Friday theme 1s taken up again on the lid's 
inner face, where a figure of John Chrysostom 
holds an open book xnth Jesus” admoniton to 
his disciples to love ane another. This text was 
the first reading in the moming office of Good 
Friday. Thus the Cross emotie poignancy îs 
stressed, rather than îns triumphant power. 

The caviry for the relic is illuminated with 
further pictures. In the uppermost interstices 
Christ :s opposite the Virgin, her humble 
posture of supplicaton emphasized by her 
placement not at his right side, as usual, but 
at his left. Beneath them are wo bust-length 
archangels. They, în turn, are subtended by 
Saint Peter, holding 2 martyr's cross and 
extending, his hand as if in concuiator speech, 
and Saint Paul, displaying a book to him. 
The proximity oi Paul's book to that of 
John Chrysostom, one over the other when 
the box 1s closed, suggests they are meant to 
be one and the same, the Omthodox (_hurch 
In the persons of Paul and Chrysostom 
offering an acdmonuition through it to Peters 
hears in Rome. In opening the precious 
box, the Roman recipient would at the same 
time have opened God's Scriprure with its 
Orthodox admonițion not ţo wound the body 
of Chnses Church. The emotive intensitp of 
the Crucifixion, lnked through the Good 
Friday ofhce vrh the text on Chrysostonvs 
book, and the gathering, of sainted ecclesiastics 
around the relic of the reconciling Cross show 
how flexible a medium of message-making, 
Byzanune art could be, for ali its conventional- 
ized language. AVC 


1. Cormack 1977, pp. I$I—s3, 


LITERATURE: Hyslop 1934, pp. 3433-40; Frolow, 
Retiqur, 1961, p. 487, NO. 67; iormack 1977, 

pp. 1351-53, flgs- 34, 35; Cologne 1985, +ol. 3, p. 27; 
Cutler 1994, p. 25. 


EXHIBITION: Cologne 1găs, NO, Hr, 





36. Front 


36. Reliquary of Saint Demetrios 


Eyzantine, 1059-67 
Silver gilt 
HI. I$ Cn (e E, DIAM. IIS cra [4% in.) 


INSCRIBED: On the panel vic sairits, O A 
RECTIUP (Saint Nestor), 0 A ADY OC (Saint 
Loupos); an the pancl with the imperial couple, 

EI MCTARTI EN XP LILCTIHC HACIA 
AYVTORPAT PIOME O ADY KEAC ((consrantine Doukas 
in Chuist the Lard pious Empress and Emperor ot 
the Romans), + EYVAOKIA EN X6 Ti Go MT DACI 
P&MEIUM | Euclokia in Chust the Lort great Empress 
Gt the Romans;; on the sute panel, < CADHC IIFEDYK A 
Piu RIBUIPLUIT Dr TUE AOL RONYTRTUY 
MAPT PIC ANLMHTEIOY FEXI AE XPICTOA 
ERTOL ECTHAD MEI N: CTEPUATA XEPOI TH 
RAAHA ZU NUPIAAȘU AT ME TEYZAL IUASAHC 
EK TESGYC; AVTOPEIANIIN THIS TYXIIS MIC. 
TOTPABOC (1 am a true image ot the ciborium of 
che lancc-piereed marmr Demetrios. On the cursde 
1 have Cluist inscribed | represented], who mau his 
hands crowns the far couple. He who made me anew 
is John of rhe tamily ot rhe Autoreianoi, br protession 
mostugreapioor) 

State Historical and Cultural Musturn “Moscona 
Eremlin.” Moscow, Russian Federatiei (M2. 1144) 


Thus eighr-silecl silver-galt container is shaped 
Uhke a ciborium. Its unequal sides are sepa- 
rated by columns supporting open arches 





36. Back 


which have srylized acanthus leaves in their 
spandrels. Within each arch there appears to 
be an oil lamp standing on a tall base. Above 
the arches there is an eighr-suded comcal roof. 
The top piece (probably a cross) has been lost. 
The four narrow sides are decorated with a 
vine-and-palmette motif in ko rehef. One of 
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the four wider sides serves as a door guarded 
by taro militar saints who are idenufied by 
inscriptions as Saint Nestor and Saint Loupos. 
Cn the opposite side an imperial couple 15 
shown being, crowned by a small figure ot 
Christ. Înscriprions give their names and titles: 
the emperor Conștantine X Doukas (r. 1059-67) 
anul his wife, Eudokia Makrembolinssa. His 
ruic was unusual in that he gave his wrife a 
role in state affairs because of lus own falimg 
heaith. Here she holds the orb and has the 
title Creat Empress of the Romans. On the 
other two vide panels 15 a ConLInucus 1nscrIp- 
tion in lines of twelve-syllabie verse, which 
states that this abject 1s a true copy of the 
cibonum of Saint Demetrios, that on its exte- 
rior Christ crowns a couple, and that its 
patron was a certain John Autore:anos who 
held a bigh ufiice, 

The aborium “made anew” here can only 
be the famous one ot Saint Demetrios that 
stouil in his church in Thessalonike. The 
original had only six sides, and because of 
thus discrepancy it has been suggested that 
the present work may be a copy of a cibonium 
of Saint Demetrios in Constantinople, This 
15 very unlikely, however. The Byzantine con- 
cept of a true copy was far from what we mean 
by this term today. Io be called a copy, a 
Byzantine object needed to recall the original 
through only a few known features. For 
example, a door with two military saints, 
Saint Demetrios's companion, On 15 exterl- 
or must have been part of the original cbo- 
rium, since it also appears on a number ot 
other reliquaries of Demetrios. 

The cibonum contains a small rectangular 
silver box that 15 afhxed o its center. It has 
the same shape as a few surviving small reli- 
quaries that reca!l the empty sarcophagus 
insicle the cibonium. These relicuaries con- 
tained the sweer-smelling; myrrh and the blood 
of Demetrios (his body, under the basilica, 
exuded myrh, which was gathered by the pil- 
grims from a fountain în che crypt), Andre 
Grabar has discussed a smail religuary of this 
mype bearing traditional representations ot 
Saint Demetrios, now at the &reat Lavra on 
Mount Arhos, the dimensions of which are 
close ro those af this line box. He suggests 
that it should be considered the missing 
reliquary originally kept inside the silver-gilt 
ciborium. This Mount Athos reliquary (4.3 x 
2,5 x1.3 CI [1% X1 x % in,]) has an tnscription 
that reads: TO CEIITON AIMA MAPTYPOC 
AHMHTIPIOY/CYNTETHPHTAI ENTAYOA 
OEIAN IIICTIN/BEBALOYN IOANNOY 
KAI LLOGON (Here is preserved the holy 
blood of the martyr Demetrios, confirming 
John's faith and deep desire). If this small 
box were added to the present work, the 


relquary would be complete — ir would con- 
tain a “sarcophagus” and an image ol che 
saint, which is now missing. The appear- 
ance of the name of John as the patron adds 
support to (srabar's argument. 

A question remains: why is the imperial 
couple represented on this work and not on 
the original ciborium? Until now it has been 
argued that the figures are meant to proclaim 
the contemporary imperial couple xith an 
official image instead of words. However, a 
perhaps more pertinent explanation 15 sug- 
gested here. Demeuios's myrrh and blood 
formed a wonder-working balm that could 
cure sickness. Lhe emperor Constantine 
Doukas fel! ill in the îall of 1066 and, recog- 
nizing, his diminished abihty to rulc, as the 
intellectual Michael Psellos (1o18-2after 1087) 
observed, “He entrusted al! bus dutes to has ate, 
Endokia. In îns opimon she was the wisest 
woman Of her time” Could this reliquary, con- 
taining the myrrh of Saint Demetnos, have 
been a pift from John Aurorcianos to the 
imperial couple, and especially to the emperor, 
with the hope that it would heal him? The 


inscnption on the Mount Arhos container 


certainly confirras its patron John's faith and 
desire for an unspecifieii benelaction. 
IK 


LITERATURE: A. Crabar 1950, pp. 3—28; Bank 
1977, p. 308, 








37, Staurotheke 


Byzannie (Constantinople). 975— 1024 
Sibrer gilt, enantel, and gemstones over wood 
37% 22% 4 CT (104 X Si x 2 1] 


INSCAIBED: |I]J3L 0 YOC COY I40Y HHE COY 
| Here 15 vour son, ... Here is vour morher |John 
19:26-27 |! 

CaxpITION: There îs cracking anul loss ot enamel 
an the center placue; the germstones at tu rap are 
erobably remounteid; ar he time of restaraton the 
amidler ot the portrait medallions surrounding, the 
Cruscifixion was «lisrarbeiă. 


IROFENANCE: Thought to have been acquired by 
the Church at San Marco, Venice, berecen 283 aud 
1725, 


Procuraroria di san Marco. Venice, Lrahe 
(Sanruarie 74) 


This containcr for three pieces of zhe True 
Cross consists ot a rectangular box with 2 
slding Lid, a design much uike that of Byzantine 
rrory caskets. (For a discussion of staurothekai, 
see cat. no. 38.) The sudes and underside of 
the metal-sleathed box are decorated în 
relief. L'he back carries a gernmeil cross resting 
on a Sassanian patmette base; the mscription 
IC XC NIKA (Jesus Christ conquers) appears 
in the surrounding, quadrants. Around the sicles 
of the box are inscribed portraits of Saints 
Gregory of Nazianzos, Basil the Great, John 
Chrysostom, Nicholas, Eustathios, Prokopros, 
Theodore, George, Demetrios, anci Niketas. 
To signal its greater importance, the top ot 
the relquary 15 decorated with enamel and 
gemstones. In the center plaque Christ is 
represented |ifeless on the cross, with the last 
words he addressed ro the witnesses still 
hanging în the air. Above the Virgin, who 
raises her hands in supplication, is written, 
“Here 1s your son” (John 19:26). Opposite 
her stands Saint John the Theologian, cluteh- 
img a book and bowing his head in sarrow; 
above him the enamel worker placed the 
words, “Here 1s your mother” (John 19:27). 
Angels descend as the moon passes across 
the sun. 

The rehquary thus combines a narraţive 
depiction of the Crucifixion; the physical 
evidence ot its reality, within; and, with the 
inscribed cross on the underside, a statement 
of its significance: victory over dearh. The 
inclusion of the physictan Panteleimon among 
the saints portrayed on the lid (the others are 
John the Bapcist, Pecer, Paul, Thomas, and 
John the Evangelist) may have been intended 
to remind the viewer of the relic's healing 
Power. 

The figure style ot the Crucifixion scene 
and the treatment of the underside sugpest a 
date at the end of the tenth centurt or possi- 
bly the beginning ot the eleventh, JCA 


38. Back 


LITERATURE: Bank îşsă, p. 2iq, fig, 4; Frolow, 
Religie, 1981, pp. 485-856; Frolow 1965, pp. 126, 159; 
Wessel 19e7, p. 75; Hahnloser 1971, pp. 34-35, 

pls. 2%, ov. 


ExHIBITIONS: Edinburgh 1358, no. 291; Athens 
1864, DO. 464; Venice 1974, FI. ip Ne York aul 
Wlilan 19384, No. 11, 


38. Staurotheke 


Byzantine, late roth-—eacly rith centure 
Şilver, silver gilt, paste, glass, and enamel 
26.3 X 25.3 cm (10% x 84 1n.) (folded) 


CoNDITION: The original enamel medallians arc 
last, as 15 most ufthe paste ani plass decoranuni, there 
are losses and damages to the internal crucztorm cori- 
parinients and the lower cormers of the back cover 


PROvENANCE: Purchased from Bois, în Paris, in 
1883; remained in the Museum ot the Stieglitz School 
of Art and Design in Saint Petersburg until 1925, when 
t was transterredd to the Stare Hermmtage. 

The State Hermutage, Saint Petersburg, Russian 
Fecleratiari (%264) 


One ot the most important Byzantine relics, 
and certainiy the most prestigious, was that 





Pe creat: 


of the True C.ross. Housecd in the impenal 
palace in Constantinople and displayed in 
relig/Ous ceremonies only a few times a year, 
the True Cross and is few surviving relics 
were authenticated by the government and 
their distribution was strictly controlled. On 
rare occastons pieces of the relics of the True 
Cross were donated by the emperors to reli- 





35. Interior 
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gious institutions and to important foreign 
dgnitaries, one ot the highest distinctions 
bestowed by the Byzantine rulers. 

Relics of the True Cross werc kept in 
staurothekai, cases usually made ot silver or 
goid decorated with precious stones and 
enamel. The Hermitage staurotheke is made 
in che shape ofa rectangular case. In the front, 
two hinged doors swing open to reveal an 
interior lic, which slhdes out from the bottom 
te expose the compartment in which the piece 
of the Truc Cross would have been piaced. On 
the exterior of the doors only the silver parti- 
ttons and the borders of the enamel decora- 
tion survive; few rraces of bluc and brown glass 
remain. Four medallions, one at the top and 
one at the bottom of each door, mark the cor- 
ners of a rectangle. | he doors are framed by a 
decorative band, while a lozenge îneze appears 
along the top ot the case. Most likely the bor- 
tom section, now lost, bore the same omamen- 
tatien, completing, the balanced arrangement 
ot the design. 'Ihe two small medalhions placed 
symmetrically on thc dooriambs seem to have 
originally contamed enamels as well. A loop 
handle is arzached ar the botrram ot rhe casc 
to pull cur che sliding iid, and a hinge at the 
top allows the staurothcke to be suspended. 
On the interior of the doors and the front 
surface at rhe shding lid the silver borders of 
rounde]s and squares, arranged in a strictiy 
symmetrical pattern, are all that survive of 
the decoration. On each of the doors inter- 
răining bands divided in square compart- 
ments enclose five pairs of roundels, Surulariy, 
the Îud displays a large circle contained by a 
square, with four smaller rouundels marking, 
the panel's corners. 

Initially, the empty spaces in and around 
the ronndels of this tmptşch wonid have becn 
killed vrith enamel representations, while the 
square upenwork of the framing, banuds would 
have been filled with multicolored glass, 
creating, a vibrant polychrome effect, as can 
be seen in several objects in the exhibition 
(Cat. NO$. 34, 107, 125, 236). Lhe massive 
thickness ot the silver sheet from wuch this 
reliquary was made hints at its former 
splendor. 

The less damaged back ot the staurotheke 
shows a single sheet of silver with repoiusse 
decoration, A central cross, embelhshed with 
foliare designs and flanked by two palmettes 
issuing from the bottom of its lower arin, 15 
framed by a folhate border similar to the 
ornamentation within the cross. Roundels 
containing, the abbreviated letters ot Christ's 
name flank rhc upper arm of the cross. A 
tolate pattern shallower than that of the 
border and cross serves as the background. 
Iconographicaliy, the cross on the back rep- 


resents Christ, as the presence of his name 
clearly indicates. The overall toliate patterns 
af the decoration refer to paradise, Thus 
Chnst is identified here as the wood of the 
True Cross (preserved in this reliquarn), the 
only Christian path leading to paradise.” 

The daung ot the staurotheke must be 
based solely an stelistic compansons of the 
repousse decoraton on its back and the square 
apenwork of its framing bands. Its close 
resemblance to the reliquary of the convent at 
Marienstei and to the center panels of the 
Stavelot Triptych (cat. no. 301) points to a date 
in the late tenth or early eleventh century. 

DK 


1. For more on the relics of the True Cross, see 
Frolow, Refigae, raci and Pralora rp6;, 

2. Several other reliquaries and meralmork icmns have 
fohate <rasses on the back; see Yolbach, Siauratheza, 
1960, Pl. pi 32-40, 

3. The style oFîhe Byzantine panel of the Sravelot 
Triprych mest closelp resemhbles — în the use at 
colored glass in square cepervaork bands, colar 
palete (alternating bands of light and dark blue 
for the garments), and golden background — rhat 
ot obyecrs dating from rhe secand half of the tenrh 
cenrury, such as he Limburg, Sraurocheke and rhe 
ice cf the busr of Saint Michael in the Treasure 
cat San Alarco, Venice, 


LITERATURE: Froluw. Religue, 1961; Frulow 1965; 
Bank 1977, p. 307. 
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39. The “Philotheos” Staurotheke 


Evzantine, 12th century 
Silver repousse, womden core 
20,5 X 17 Cm ăi x Gin.) 


ÎNSCEIBED: On three of rhe four onginal border 
pranels, + ENI HOPA IIEDYTEE Tit CTAYTPUOY 

2 ALIA FN (DITEP AY OC TIPOCLIATEIL XPILIC 
DE Ai ANACGIA EBPABETCE THN CI THPIAN: 
OHKHN IWANNHC 4E TEYTXEI NY NO £Lite- 
piine was the wood ot the cross on which Christ 
turnselt, wilhngby tastened, granted ta everyone saha- 
non. John fashions now the case with deep desire) 
LONDITION: The sliding top Is missing, 


PROFENAXCE: Tradition names the patriarch 
Philotheos [2) as the owner, brought to Canstan- 
tinople by che mitropolitan Alexis In 1354. 


Stare. Historical and Culnural Muscum “Mascor 
Kremlin” Wloscom, Russian Federation (1141) 


This rectangular staurotheke has lost is 
original sliding hd, so that the interior îs 
exposed. This is covered with silver repouss€ 
in a low decorative relief consisting of ten- 
drils, tao medalhons, and mo figures, At the 
center 15 a recess in the form of a cross that 
once held a particle of the True Cross, Saint 
Kosmas (let) and Saint Damianos (right), 
idencified by their inscriptions, stand under 
the arms of the cross. In the medalhons at the 


top are the busts of Saint Kyros (left) and 
Saint Pantelcimon (right). 


The choice of saints is unusual in this con- 
text. Kosmas and Damianos take the places 
traditionally occupied bi the emperor 
Constantine and his mother, Helena. Since 
Kosmas and Damianos were medical saints, 
their presence may emphasize the miraculous 
healing powers of the relic. 

The inscription is composed ot four 
dodecasyllabic verses, The last verse 1s divided 
into ro sections: the first stars with OHKH 
on the lower left side, and the second with 
4E on the lower righi side, following the 
verse just above. Four dors in the shape of a 
diamond mark the point where each section 
begins. Since the inscnption mennons Chnst 
on the cross, the missing ld must have borne 
a representation of the Crucifixion, a scene 
that in any case is called for on a staurotheke. 

T hus rehquary 15 known as the “Plulorheos” 
Staurotheke because it was, according to tra- 
dition, once owned by a patriarch of that 
name. He should not be confused with John, 
its maker, the man named in the inscription, 
who probably lived in Constantinaple dur- 
ing, the velfrh century. 

IE 


LITERATURE: Frolow Lgâs: Volbach, SPanrothera, 
gfâg, pp. 7ft.; A. Drabar 1975, pp. 77-78, pg. 103; 
Bank 1377, na. z0a. 


40. The Esztergom Staurotheke 


Byzantinc (Constantinaple), ca. 1140-1200 

Silver gal anl enamel 

33 x 25 Cr (iq x 9 in.) 

CONDITION: Restoredl 1 1047. 

PROYEXANCE: Said to be identihiable with a reli- 
quary listed in th cathedral inventone at 15283 
bequearhed ro the carhedral in rhe early sevenrecarh 
century by (cardinal Kutasswi, primate ot Hungary. 


Cathedra! Treasury, Esztergorn, Hunggare (64.3.£) 


The Esztergom Staurotheke is a Byzantine 
reliquary made to display a fragment of the 
True Cross. The piece ot wood îs set in a CrOSS- 
shaped cavity at the center of a rectangle 
divided by bands of enamel into three zones. 
In the top zone angels gesture in griet and 
shock, following poses fouul in scenes ot the 
Cruchfixion. Episodcs before and after the 
Crucifiaon are invoked in the lowest zone: 

at the left a soldier and a Jew lead Christ to 
Golgotha, and at the right Nicodemus, Joseph 
ot Artmathea, and the Virgin remove Christs 
body from the <ross as Saint John looks or 
wping, tcars from his eyes. The frame, the sryle 
of which suggests work of the thirteenth or 
fourteenth century, contains portraits uf 
(clockomise from top left) the Yurgin, Christ, a 


lost panel of John the Baptăst, Saint Nicholas, a 
second lost panel (possibly Saint George), and 
Saints Theodore Teron, Demetrios, and Basil. 
The reliquary was concelved as a devononal 
icon that would lead the beholder through a 
sequence Of events in the Passion. Flanking 
the cross are Saints Constantine and Helena. 
Helena was said to have discavered the cross 
af the Crucifimon and to have verified its 
auzhenticiry; she acts, in part, as a guarantor 
of the retic, Opposite Helena stands her san, 
Constantine the Garcaţ (1. 3106-37), the founder 
af Constantinople, whose vision of a cross 
figures significantly in the rise of Christianity, 
Constantine" vision, which came to hira In 
a dream the mght before his victary at the 
Milvian Bridge on October 28, 312, Was 
taken in the Muddle Ages as a promise ot the 
incdndual's victary over sin and death. 
Rehquaries male as wons span the tenth 
through the naeltth century.” The Eszrergom 
Staurotheke may be dated to the second half 
of the welfih century on the basis of che rall, 


thin proporhons ot the figures and the empha- 
sis on affective imagery as the devomonal 
touchstone. The will ot Cardinal Kutassyi, a 
seventeenth-century primate ot Hungary, 
autributes it to the vear 1190. Alhough docu- 
mentation for the auribution is lost, the date 
accords with the style as well as with what 15 
knowm of relations benwveen Byzantiuum and 
Hungary at that tinte. 

ICA 


I. Compare A. Grabar 1974, NOS. 12, 17, LS. 

2. Sce the examples at Limburg an der Lahn (Wessel 
97, no. 22%; Pierpont Morgan Librat, New York 
Icat. no. 301); Bibliathegque Natiemale, Paris, 
Cabinet des Medailles, Schlumberger 6 (Paris, 
Byzante, Doyz. DO, Ia). 


LITERATURE: Somogvi 1959; Beckuith 1961, 

p. 1. fig. 120; Frolow, Religue, 1961, pp. 31-32: 
Frolow 1965, hp, +1; Wessel rgâ7. pp. 158-643, Item 
49; Erazer, “Djumati.” 1970, p. 247, tig. ro; Cscialvay 
1992, pp, 28-29, 


EXHIBITION: Cologne 1955, ne H33. 
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MANUSCRIPIS 


JEFFREY CC. ANDERSON 


he illuminated Byzantine manuscript has three 

parts: the written text, the chaprer titles and ini- 

tials, and the decorative trames surrounding 

the titles or tables. Illustration forms a fourth 
component in a number of books. The opening leaves ot 
the homnilies by James the Monk (cat. no. 62) exemplify the 
Byzantine approach to the creanon of a beautiful manuscript. 
A tull-page miniature ot the Ascension framed by a church 
faces the first page with writing, Ar the top of the page of text, 
above an impressive block of ornament, the scribe wrote the 
simple designation “Homily One.” Below the ornament the 
goid title identifies the chapter (“Homuly of James the Monk 
on the Conception of the All-Holy Iheotokos [lterally, 
“God-bearing”; Mother of God, an epithet ot the Virgin 
Mary]”), which begins with a histoniated initial: an amicron 
that frames the Virgin Mary holding, the Christ Child. The 
intial and the scene of the Ascenston remind the reader that 
the stor ot the Virgin Mary 's lite centers on her role in the 
Incarnation, bearing, Christ and witnessing his fast earthly 
act following the Resurrection, his ascension into heaven. 
Illuminated manuscripts like that of James's hamilies were a 
medieval creation that lounshed im centers throughout rhe 
Byzantine Empire, but especially in Constantinople, from 
the late ninth to the end ot the rwcltth century. Before about 
the year 850 illuminated manuscripts are extremely rare, and 
after about 1200 the absolute number of books illuminated 
in Byzantium, as well as their proportion relative to all books 
produced, drops. The sigrificance of medieval Byzantine illu- 
mination can be measured not only by its power over later 
Byzantine artists and patrons, who often drew on medieval 
works for models, but also by is influence on the arts of 
Europe, (corgia, Armenia, and Rus. 

The content of the books produced in handsome editions 
changed little during the Middle Ages. Scribes and illu- 
minators were most often called on far copies of the Bible, 
collections of saints” lives, and sermons, The thickness ot 
parchment and the use of larger, legible scripts resulted in the 
Bible“ being, treated in units, though copies of the entire text 
are known (see cat. no. 42). The Byzantines were accustomed 


The Monk Sabas Reads to the Emperor. Illustration from the Homilies 
ot John Chrysostom (cat, no. 143), fol. 1ţ2 bisir 


to collections such as the first eight books of the Old 
Testament, the psalms combined vith other biblical poetry, 
and the major and minor prophets. Like the Old Testament, 
the New 'estament is known to have been made in single vol- 
umes (see cat, no, 47), though it circulated far more frequent- 
ly as two books, one containing the Four Gospels and the 
other the Acts and Epistles. Each ot these texts could be pro- 
duced in a variety of formats, depending on how the patron 


intended the book to be used. Size often signaled a book's 


purpose even before 11 was opened, Pocket versions of the 
Gospels and psalms were popular for privare devotional read- 
ing, whereas larger manuscripts tended to be made for use in 
church. Personal copies as small a5 2% by 3% inches might be 
decorated with miniature icons that enhanced prayer and 
meditation.! The Gospeis of John II Komnenos and the tiny 
psalter from the Varopedi Monastery (cat. nos. 144, 241) are 
two examples of such books for private use. Works to be read 
publiciy demanded a large format to accommodate bold vrit- 
ing. The eleventh-century portrait of the monk Sabas, shown 
with the empcror as his audience, sugpests how a large book 
was used in church. Standing, behind the lectern and holding 
a candle tor light, Sabas rehed on the book's oversize script 
to enable him to read patrhout stumblng or hesitation. Size 
and use do not always correlate precisciy. The Paris Psalter 
(cat. no. 183) exemplifies the larger folio manuscript made for 
private study, Its pages are masterpieces of calligraphy on 
which the scribe nested the biblical text in a dense selection of 
quatations from learned aurhorities written în a smaller hand 
(see illus. on next page). 

Readings from Scripture were the basis of the Byzantine 
religious service. Both Old and New Testament manuscripts 
produced for use in church had annoianions and sometimes 
tables ro locate passages. The Gospel Icctionary îs a biblical 
version created solely for lirurgical use. The Gospels were 
divided by episodes and recombined into a single text that 
was displayed on the altar and elevated during the service, 
The importance of the lectionary, whose liturgical use magni- 
hed it to a virtual symbol of Christ, artracted patrons who 
comntissioned especially rich copies.? Examples include lav- 
ishiy illustrated works and those in which every page was 
painstakangly written in the shape of a cross (cat. no. 61). Also 
numbered among lturgical books are collecrions of sermons, 
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Psalm 1: eat surrounried bi commentari. Ihe Pans Psalter (cat. 10. 163), 
ful. 8 


ke thosc of John Chrysostom gathered in the Coislin homi- 
liary read by the monk Sabas (see 1lus. on p. 82). Ihroughout 
much of history public lectures, including church sermons, 
generated enthusiasm in a wide audience. For the Byzantines 
sermons Were a source of entertainment as wcll as instruction. 
Most collections were made tor church use, some in extreme- 
Iy handsome versions intended for donation. Others, like 
James the Monk's Homihes on the Life of the Virgin, were 
made for private reflection or possibly tor reading in the small 
groups the Byzantines called rhcaters (zbeatra). 

The Byzantines” interest in books was not confined to texts 
used in the liturgy or to copies of Scripture for private read- 
ing. To them we owe nearly all our knowledge of classical 
Greek poetiy, drama, and philosophy. Historieş, secular poet- 
ry, and practical manuals on law, veterinary science, military 
tactics, poisons, and medicinal plants were produced to meet 
the needs of generals, physicians, and other protessionals. 
Many secular works —such as the tenth-century herbal in 
the Morgan Library and the Madrid manuscript of the 
Chronicle of John Skyiitzes, a history copied and illustrated 
in the Vest under Byzantine supervision— present a sober 
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appearance (cat. nos. 161, 338), Their makers shunned decora- 
tive bars, frames, and rich :nitials, and illustrations were 
intended to clarify meaning.+ Secular rexts were, however, 
sometimes produced in decorated editions when the patron 
demanded i. Any book made for the emperor or for a 
wealthy chent had to reflect the patron's status. În a poem 
written for the copy of sermons he commissioned, Abbor 
Joseph ot the Pantokrator Monastery used the language of 
coinage and precious metals to call attention to the book's 
expensive materials, 
with gold”* His opening dedication gives some impression 


“the silvery white parchment splashed 


of the opulent use of gold on parchment characteristic of this 
book.” The manuscript, destined to be a gift ro Joseph's 
former monastery, heightens our awareness of how material 
richness conveyed status, It is important to remember that 
the distinction between religious and secular content was not 
casily made in the Middle Ages. An eleventh-century saint”s 
life tells that the monastic manual 7he FHeavenly Ladder could 
be found in the home ofa pious Byzantine couple.* A copy of 
the psalms made for the abbot of an important Constan- 
tinopolitan monastery was illustrated to stress the abbot's 
role as administrator and to remind him of his pastoral 
responsibilities (cat. no. 53). An eleventh-century Byzantine 
general named Katakalon Kekaumenos distilled his life's 
experience into a long, cssay addressed to his son. For edifying 
reading Kekaumenos recommended the Old Testament for its 
wisdom, inspiration, and, we may be surprised to learn, the 
practical information it contains, since “nearly the entire Old 
Testament 15 warfare."* "The general's words inevitably call to 
mind the Joshua Roil (cat. no. 162). 

Parrons and makers created the impression of material rich- 
ness in a number of ways, some traditional and others inno- 
vative. Display scripts were execured in gold as carly as the 
sixth century, The title above the illustration at the start of the 
eleventh-century Morgan Lectionary (cat. no. 60) —“Far the 
Holy and Great Sunday of Faster”—was written în grand cap- 
ital letters.” Similarities lke those between the dedicarion of 
the Sinai Gregory and the nearly contemporary stone inscrip- 
tion engraved for Isaac Komnenos (cat. no. 7) suggest that 
medieval scribes occasionally sought to give their work some- 
thing of the monumentality of public inscriptions. BOOK titles 
were often framed or otherwise set Gif with ornament, a tech- 
nique also known from a small number of early books and 
one perhaps continued during the era ot Iconoclasm (723-— 
343)." Iconoclast parrons intent on giving expression to their 
piety and devotion may have encouraged the use of non- 
figural decoration in books, just as they did in churches.!? 

Despite centuries of development, the iiluminated book of 
the Middle Ages stands apart owing, to the extent of its deco- 
ration and the care given to it. To the decorative repertoire 
inherited from mosaics and sculpture, medieval illuminators 
added patterns that referred ro contemporary metalwork. 


Ezekiel in the Valley of Dry Bones. Illustration with a necklace frame from the Liturgical Homilies of Gregory of Nazianzos (cat. no. 63), Ol. 438 
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David Composing the Psalms. Illustration from the Paris Psalrer, 
(cat. no. 163), fol. re 


A frame in a late-ninth-century colleciion of sermons heralds 
the use of jewelmy motifs. lhe necklace surrounding the 
mirniature 15 executed in trompe LPoeil, as ifit had bcen casual- 
ly dropped on the page (see illus,. on preceding page). Title 
frames and initials found in tenth-century manuscripts recall 
necklaces and bracelets made in gold with emeralds and sap- 
phires."+ The miniature that opens the Morgan Lectionary 
was framed with simulated enamel work. From about the 
tenth century on, enamel work was used for expensive objects 
of adornment— earrings, beads, necklaces —as well as for 
:con frames and fittings. The medieval manuscript page con- 
veyed devotion through the display ot wealth. 

The illustration of a medieval book is difficult to character- 
ize, since it can take many forms and serve many nceds. The 
most common illustration îs the author portrait, known from 
as early as the sixth century: The medieval author usually sis 
alone in his study, writing; or pausing to reflect,? The author 
nearly always turns away from the viewer toward the text on 
the opposite page, so the portrait seems to be a glimpse into 
the moment of creation. The moment is a medieval one, In 
antiquity, when reading; was done aloud and authors dictatred 
their works for secretaries to transcribe and professionals to 
copy, the relationship between creativity and writing, was 
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weak. By the Middle Ages the two had been bonded. In part, 
the change to silent reading inevitably shifted emphasis to the 
veritten word, which came to be transcribed in a wide variety 
ot letter forms and calligraphic styies that were pleasing ro the 
eve. Perhaps more decisive was the growing influence of 
Scripture, The evangelists and prophets were beleved to have 
veritten under divine inspirarion. To see Matthew or Mark 
write was to view the moment ot transmission of God's 
word, and the evangelist portrait often stressed the solitary 
națure ot the act, A second type of author portrait was popu- 
larized by eleventh-century illuminarors; it showed the 
author standing and declaiming his text to an audience, The 
emphasis on performance was suited to lturgical books, 
which were seen only by the reader who chanred the words to 
the congregation assembled before him. 

The other category of painted image 15 the narrative pic- 
ture, one that tells a story. The Byzantines were masters of 
narrative imagery, which they adapted to a wide variety of 
llustrative, didactic, and devotional purposes. For the first 
seventy-five years after the end of Iconoclasm in 843, the main 
justification for introducing; pictures into books was the need 
to teach a lesson, Among, the earliesr Byzantine manuscripts 
produced after 843 were the marginal psalters, which use nar- 
rative episodcs in juxtaposition with the psalm text to con- 
demn the Iconoclast heresy and vilify its adherents (see 
cat. nos, $2, $3, and illus. on p. 185). In the Bible made for Leo 
Sakellarios, full-page miniatures stand before each of 
the books and in some cases offer unexpected subjects. Moses 
shown writing in Eden as a frontispiece to Genesis or the 
Cruciiixion depicted in the margin of a psalter startles the 
reader.* Bur on reflection such 1mages often give fresh 
insights that decpen the understanding of the text. 

Most visual narratives began with an implied historicity. 
Unilke Moses at the Creation, the scene depicted was one the 
reader could assume someone in the past had witnessed (and 
during the Iconoclastic debates an image's close relanonship 
with its subject was a measure of its truthfulness). Although 
such pictorial narrative can seem to be Literal, rarely are pic- 
tures the innocent equivalents of words. In thc Joshua Roll 
(cat. no, 162) rhe artist seems to intimate that the biblical 
story can be identified with the contemporary Byzantine 
army, and for this reason histonians have suggested that the 
roll presents an allcgory of tenth-century events, Narrative 
images cân also make an unfamiliar story seem less distant, 
'Lhe illustrations in the Madrid Skylirzes show rhe need of a 
twelfth-century Norman ruler to visualize the cvents of 
Byzantine history (see cat, no. 338 and 1ilus. on pp. 6-19). 
Similarly, the miniatures of the Menologion of Basil II (car. 
NO. 5$) satisfied a desire to see the saints and events related in 
the often bricf entries composed for daily reading. 

One of the greatest achievements of medieval Byzantnun 
was its return to extended pictorial narration, including the 


. a ll A e pa pu ” 


a 


ME : a , 


ă 
% 
|| mt 


Lai i . m | 
E e a | 


p 


săli n 


ri : = | |! = m e Pi ? m E Lipa ji | i i 
si pr e a AI Sa “7 PAR: 
pr î — Pip 


[7 h 





Moses Wriring in Eden, Frontispicce ro Genesis, from the Bible of Leo Sakellarios (cat. no. 42), fol. 1rv 


creation of long cycles of images for the Old Testament as 
well as the New.'* Narrative images like those in the Leo Bible 
and the Paris Psalter recall the grand manner of fifth- and 
sixth-century painting. Those of the eleventh and twelfrh 
centuries, however, differ in appearance; works such as the 
Theodore Psalter and the Madnd Skyliczes (cat. nos. 53, 338) 
reveal patrons and illuminators who have drawn back from 
the grand manner of earlier times in favor of flat figures paint- 
ed against shallow, often blank backgrounds. To our eyes this 
style is marked by an apparent antagonism of form and con- 
tent: if the goal was to visualize exact moments in the past, 
wil was so abstract a manner of representation tavored? The 


antagonism can be resolved only by recognizing the demands 
placed on the artist by the book format. In the Paris Psalter 
and the Leo Bible the images were depicted on separate pages 
and framed like easel paintings. Eleventh- and twelfth-centu- 
ry narrative illustrations almost always share the page with 
the text, which emphasizes a flat plane. By reducing the depth 
of settings and the roundness of the figures, artists and scribes 
successfully combined illustration with text and ornament, 
The illustrated homilies of James the Monk (cat. no. 62) 
exemplify the balance a gifted illuminator could strike 
between calligraphy, rich ornament, and an emotionally 
engaging narrative in pictures. 


MANUSCRIFPŢS 47 


41. Book Cover with Christ 
Pantokrator (front) and the Virgin 
Orans (back) 


Byzanuine (Constantinople). late roth early th centuri 
Silver gel on woud, gold cloisonne enamel, 

stones, and pearls 

203 X 21 4 (113% % SA în.) 

Bihhoteca Nazionale Wlarctana, Venice, Italy 

idis. Lat. 4]. 1.139) 


This sumptuous book cover, which long 
contained a founeenth-century Venetian evan- 
gelary, is one of the many objects that pre- 
sumably reached Venice during the Fourth 
Crusade as boot from Constantinople. 
Originally it covered a Byzantine manu- 
script, most likely a (xospel book. 

The front and back panels ot the cover 
have the same design. The central rectangu- 
lar enamel panel depicts Christ standing, on a 
suppedaneum holding the Gospels in his left 
arm anul blessing with his right. In the corre- 
sponding panel on the back the Virgin stancds 
with her hands in a praying POSITION, EXpress- 
ing her role as intercessor for humankind. 
Each wears a blue garment, has a turquoise 
halo and a tootstool, and îs surrounded by 
rwelve enamel medalhons depicting busts 
of saints. Thesc medallhons are not in their 
original arrangement, but their correct places 


41. Christ Pantokrater 





can be surmised by the hierarchical system 
the Byzantines used in multifigured images. 
The John the Baptist medallion and the mio 
archangel medallions would have been at 
the top ot the Christ side with Peter and Paul 
in the row below. Then there arc the Faur 
Evanpelists (Masthew, Mark, Luke, John), 
four Church Fathers (John Chrysosrom, 
Nicholas, Gregory of Nazianzos, Basil the 
Great), six other apostles (Andrew, Philip, 
Thomas, James, Bartholomevw, Simon), two 
prophers (Elijah, Zechariah), rwo female saints 
(Anne, mother ot the Virgin; Elizabeth, 
mother of John the Baptist), al Joachim, 
the Virgin's facher, who obwously belongs 
on the side wath the Virgin together mnth 
the two prophets and the two female saints. 
The eyes at the medalhon figures do not look 
invard toward the central figure, perhaps 
because the focus of veneration 15 not the 
central image, as is usual, but rather the 
Gospel book itselt. The ourer border on both 
sidles 1s formed by a band ot oval and rectari- 
gular red (rubies?) and green (emeralds) 
cabochons framed by rows ot pearls strung 
on a metal wire and attached by a narrow 
ring after each pearl. The rectangular enamel 
plaques and the medalhons are also framed 
by the same rows of pearls. Lhe whute luster 
af rhis characteristic Byzantine decorative 
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41. Virgin Orans 
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device accentuates the design, whule adding 
a precinus material. [he drapery af the central 
figures, which shows a severe and controlled 
linear style, allows the book cover to be dated 
ta the lare tenth or early cleventh century, 
Ik 


EXHIBITLONS: Yenice 1974, 10. 28, New York and 
Milan 1984, no. 1+, 


42. Bible of Leo Sakellarios 


Bvzantine ji_onstantinopie , ca. 440 
Tempera and gold on +ellum 
4% 27 CM (15% X 10% în) 


INSCRIBED: Arthetop, H NANATIA GFEOTOKOC 
META TO AX IPAC AEALINIE ALI TH HIRALCIA 
IAPA AFORTR: TIPI AILIOL-I TO ILATPIEICIYT Kal 
CAKEAAPIOY (The all-holy Mother of God math 
Christ, receiving the Ribhle from Leo, praipositos, 
patrikios, and sakellari0s). 

Cn the frame, AAAOL MEN AAANUC TH 
[LADA PECEI CIIENAOYT A PYxHC TO ADU 
EMEPPON CAECEI ET) AE ADIIION ECEOALA 
EYTEAEC Bo CE INCTEDC ILAH TH*AE THR 
BIRAO* Bu) CYN TH TEKUYTCH MEHTPL KAL 
ECO TOKU IIPECBEIC NAAAIAC BAI MEAC INC 
[PORPITOTC ELC AR TAMELPLA Tu EhIU 
ELKAHBIATini* (hale an a differerur sara athers 
'aisely ciedicate ro the all-blessed Marure che pult at 
their sauls in their condition, ] for my part make 
my noble bur humbie offering out ot fath, only 
this Bible, the preeminent ambassadors ol the Old 
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+2. Leo Ofering His Bible to the Virgin, fol. 2 


and New |Testaments] te tza with the Mother who 


gave bumh, the God-bearer, în exchange far inulicr- 
ments against me). 


Within the muniiture, beside che Virgin halo, 


HP d Mother of God); beside Chrsrs hala, 
LC XC (Jesus Christ), behind Leo, AER LLATPIKIOC 
NPAINOCITOC KAI CAREA APLOC POCOE PUN 
THN EZHREONTARIBAU TH YDOEPATIAM 
AEOTOKON (Lea the patrikios, praipositos, anul sabeel- 
iarios ottering the sixty books to the all-holy Mother 
Of ol). 


CONDITION: Oniv che ficst volume [Genesis 
through Psalms) ot this rwo-volurae Bible survives; 


the esghreeri full-page miniatures that were ariginalby 


frontispieces ro individual books have been rebound 
scparatel tor conservanion purposes; the miniature 
on exhibit has suifered only minor, sport flaking of 
pigment. 

Bibhoteca Aposrolica Vaticana, Vatican City 

|hls. Yar. Eee, gr. 1) 


The first thing that strikes the viewer of this 
manuscript 15 its extraordinar, full-folio size, 
îhe largest in Byzantine book production. 
Leo Patrikuos, who commissioned and 
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donated this Bible to a monastery of Saint 
Nicholas, held the exalted office of saketiartos, 
or treasurer of the realm, which of course 
placed him in 2 position to commission a 
manuscript of such exceptional size and beau- 
ty, Leo took a personal interest in the produc- 
uon of the book, dictating the specifications 
of its preface mimatures by writing, a series of 
frame epigrams describing each subject, In his 
inscription on this page he cornpares his offer- 
ing to the Virgin with that of the monks of the 
monastery that received the Bible as a gift, who 
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offered to her their very souls. Leo's beardless 
face and gray hair identity him as a cunuch, 
a desirable condition far a treasurer since it 
irnplied freedom from family ambitions but 
made him inelgibie for monastic fe. Dressecd 
in a clasped, gold-trimmei red cape, he atfers 
his tome to the Virgin, who in turn bows her 
head, listening atteitively to his prayer wlule 
beckoning to her son to receive the offering. 
The painter has set the action before a 
cool, billowing sky and a classical exedra 
draped with a tasseled red clorh. The figures 
turn with grace, vividly conveșing the tm'o- 
way transaction berween Leo and Christ, their 
lively faces modeled impressionistically in 
warm tules. These Hellenistic characteristics ol 
Macedonian-period painting link the work to 
both the Joshua Roll and the Paris Psalter 
(cat, nos. 162, 163), tempting art histonans 
to describe rhem as a “renaissance” phenome- 
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43. Vurgin Orans, Îol. 11 
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non. But unlike painters of the Renaissance, 
Byzantinc artists were interested in these 
classical characteristics not in themselves 
but as a means to create a sacred atmosphere. 
Paintings were thus the medium for a com- 
plex exegesis of the biblica! message, expluined 
here from image ro imagc în the frame epi- 
gras. These exkubrt consrderable iheological 
sophistication, based on acquaintance both 
with the teachings of the Church Fathers 
and veth the speculatrions of contemporary 
Iconophile theologians.' 

TEM 


1. (lster 1904, pp. 4190-58. 
LITERATURE: Afiniature della Bihbia, 1005, fasc, 1: 
Manga 1969, pp. 12r-26; Mathews 1977, PR. 94133; 


Thufrenne and (anart 1p8£. 


ExHIBITION: Lologrie 1992, n0. 13. 
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43. The Four Gospels 


Byzantine ((Constantitople), second half of gth cen- 
nur and 1zrh cenrure 

Iempera and gold an vellum; 16 fols. 

18.5 X 14.5 Cm (74 X 34 in.) 


ConDITION: The rwelfh-century headpieces have 
suftered cansuderable loss ot paint; che five mnsertesl 
leaves from a ninth-century manuscripr have been 
seserelp Crurnmed. 


PROYENANCE: A note on folia 1âqpr indicates that 
the manuscript once belonguid ro the patriarch of 
Kusinitza; Monastery of Saint Andrew on Mount 
Athos until the carly vwentherh century; broughr to 
the Umted States by T. Whumtemore; purchase 

by E. Garrett in 1925, who gave i to the Princeton 
Unieersity Library 1n 1942. 


Manuscript Diwision, Department af Rare Books 
and Special Collections, Princeton Uniwersity 
Libraries, Princeton, N.]. (AĂS, Larreit &) 


The uwelfth-century decorarion of thus provin- 
cial manuscript comprises four headpieces 
and ten canon tables. The chief artistic inter- 
est, however, lies in the five inserted ninth- 
century miniatures of Christ, the Virgin, and 
Saints Mark, Luke, and John (fols. 1ov, rr, 
54Y, 82%, 130v; a portrait ot Matthew must 
have complered the set), The miniatures 
may have belonged originally 1o a Gospel 
lectionary, which often included images ot 
Christ and the Virgin as well as the evange- 
lists; an example is the renth-century lec- 
tionary in the Monastery of Saint Camherine 
on Mount Sinai (gr. 204). The inclusion 
among the Garrett 6 miniatures ot an Image 
of Christ holding, a jeweled book followed 
by one of rhe Virgin in prayer ecmphasizes 
the idea of the Incarnation of Christ, the 
Logos, through the Virgin, a primary theme 
of Byzantine lectionaries.” The Virgin's role 
in the Incarnation îs also indicated by the 
inscription H ALIA GEOTOKOC (Holy 
Theotokos | God-Bearer]), which frames 
her image, This title began to be used on 
works of art in the late eighth century, after 
the first penod of Iconoclasm, as a way ot 
pointing, to Christs human birth. The Yirgin's 
more common title, MHP 8Y (Mother ot 
God), was inscribed under the arch at a 
later date. Similar uncial and minuscule 
inscriptions exist in the other muiniatures 
of the manuscript as well. 

Each figure in Garrett 6 is represented 
standing un a jeweled pedestal against a 
gold ground and framed by a lavishly deco- 
rated arch resting; on colored marble columns, 
The Virgun's garment 15 a rich purple, while 
the cvangelhsts are dressed in bright pastels, 
Similar architecture frames the standing 
ligures of the Virgin, Christ, and the evan- 
gchsts in the Syriac Rabbula Gospels of ș86, 
suggesting the sort of tradition from wluch 


44. The Evangehst Luke, fol. 128” 


the Garrett portraits ultimately derive, This 
tradition :$ also continued in Armenian 
Gospel books such as the ninth-centurv 
Ejmiatsin Gospels in the Marenadaran Library, 
Erevan, Armenia (Ms. 229).* he Gaarrett 6 
miniatures are most closely related to che 
ninth-century marginal psalters. In the prefa- 
try portrait of David in the Khludoy Psalter 
(cat. no. $2) he is shown beneath an arch 
very similar to thuse in Garrett 6. The bust 
of Christ above David's head has many fca- 
tures in common with the heads ot the figures 
in the present work: the dark, crescent-shaped 
shading under the eves, the small red lips, 
the straight, broad nase with dark shading 
along one side and red along the other, and 
the rhin red lines bencarh the pertecriy arched 





brows, Another marginal psalter, Pantokrator 
61, in the Pantokrator Monastery on Mount 
Athos, provides even closer comparisons,? 
The teo sworks have surular color schemes, 
the same methods of modeling draperp — 
either with double-line folds or with rhick 
lines framing expanses of white highlightedb 
in abstract patterns — and a shared use nf 
thin gold striations, which are especially 
prominent on the figure ot Christ but also 
visible on rhe Virgims robe. 

EC 


I. Weizmann and Galavaris 19g0, ol, 1. pp. 4z—q6, 
Îlg5. 2108, 

2. Arlerseul IAZ, [i LG, 

3. Kalarrezuu pac, p. 168; Rarisruus 986, p. 107, 


4. Der Nersessian, Etudes, 1973, val. 2, Fizz. 282, 288, 
207, 

ș. For the Pantokrarar maruseripr, see Pelekaricis 
et al. Ig78, val. 3, Îgs. IED—237, 


LITERATURE: Weitzmana, în Vreonis 1978, 
pp. 77-78; Weitzmanu and (xalavaris 1990, ul, 1, 
pp. 42-46, Îgs. g2—105. 


ExXRIBITIGNS: Princeton 1373, 00. [i TELEIEAEEALI 
146, VC. lâg. 


44, The Four Gospels 


Byzanuine (Liomstantinople), ca. 925-$0 
Tempera on vellum; 259 fols. 
23.4 x 18.5 cr fl x 744 in.) 


PROYENANCE: În dareace, in the piussessiei at an 
archushesp ct 1 hessals, in 126. 


The llalv Monasrenr of Iveran, Xlounr Arluos, 
Lareece [odl, 1387; forrnerii 247] 


his important copy of the Crospels includes 
decoratecl canon tables, title pages, and tour 
portrait miniatures. Saint Luke and the 
three other evangelists are presented standing 
and holding their Gospel books, each figure 
carefully difterentiated by pose, gesture, and 
portrait features. The youngest of the cvan- 
gelists, Luke traditionally was shown beard- 
less, with a triangular face and luxuriant dark 
hair. Standing portraits such as thus one go 
back ro as early as the sixth century and the 
evangelists on the episcopal throne made for 
Maxinman, archbishap of Ravenna, In ilu- 
mination, standing authors are much less 
common than seated ones; sometimes their 
use was prompted by a book's tall, thin pro- 
portions (cat. no. 47). Standing evangelists 
were relatively popular in che tenth century, 
when they appear in at least six other manu- 
scripts. The pose ot Luke in the Iveron man- 
uscript compares closely wuth that of Luke 
in a tenth-century copy ot the Gospels in 
Vienna (Osterreichische Bibliothek, Theol. 
8r. 240), a manuscript in turn related to a 
Gospel book now in Paris (Biblothegquc 
Nationale, gr. 70),! Both the Vienna and che 
Paris manuscripts are Illustrated in a sott 
but schematic manner, whereas the Iveron 
evangelists are executed with linear preci- 
sion and considerable detail. In style they 
resemble miniatures in the Bible of Leo 
Sakellarios, for which a date somewhere 
berween 925 and 944 has been sugpested 
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43. Saint Mark the Evangehst, tol. 93 


(cat. no, 42).* The Iveron evangelists also 
recall passages in the rnore heawily painted 
Paris Psalrer, produced for Constantine VII 
Porphyrogennetos about the middle of the 
tenth cennuy (cat. no, 163), The scnbe respon- 
sible for the Iveron manuscript wrote în a 
manner called minuscule Bozieree, a delb- 
erately rounded script used in the tenth 
century for a number of manuscripts, including 
the Paris Psalter. 

[CA 


1. Buberl and Gersuinger 1938, pp. 7-13, pl. 11; far 
the Paris Crospels, see Ebersalr rază, pl. xx. 
2. Mango 1069, pp. 121-265. 


LITERATURE: Ebcrsolt 1926; Bulberi and Gersr- 
inger 193%; Mango 1969, pp. 121-26,;, Pelekarudis et al. 
1975, p. 331, figs. 1685-71; Agar 1902, pp. 8s—86, pl. 45. 


45. The Four Gospels 


Exyzamuine |Canscantinople), ca. 1075-1150 
Tempera and guld on vellum; 265 feols, 
35.5 % 26 CI (Lp X il 11.) 


2 





CoxDITION: There 15 some minor Haking ot the 
MULnUAtUrEs. 


PROYENANCE: At some pornit alter 1$6s, in the Holy 
Tinity ot Esoptron Monastery on the island ot (Chalke, 


The Holy Monasterr af Iveron, Mount Arhos, 
Greece [xl 2) 


This copy ot the four Gospels, from the Iveron 
Monastery on Mount Athos, is handsomely 
decorated with canon tables very much 
like those ot Scheide Ms. 70 (cat. no. 46); 
the arcades are lavishly painted, and votive 
crowns hang from capitals adorned with 
birds and grifiins. The Iveron Gospel boak 
also contains portraits of the Four Evangelists, 
their preşentatien following convențions 
widely used in Byzantine iluminatioa. The 
composition, which shows Saint Mark look- 
ing out at the beholder as he pauses to pon- 
der a passage ar possibly ta dip lus pen into 
the inkwell, is seen as early as the trenth cen- 
tur. În many contemporary portraits the 
author floats on a continuous gold back- 
ground (see cat. nos. 44, 200, 253, 260). 
The illuminator of the Iveron Gospels 
added a paur of green marble columuas just 
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inside the frame. Above the columns a cur- 
tain îs heid open by lhon's-head bosses and a 
kook in the shape of a human hand. These 
addizions give the image a palatial setting, 
locating the viewer outside a doorway 
screened by drawn embroidered curtains, 
The motit of a curtain colled up and fas- 
tened to allow the viewing ofa sacred figure 
would also bave reminded the beholder of 
encheirua, the rich cloths that served to 
cover Icon3, În adcition to creating an atmos- 
phere both aristocratic and sacred, the inclu- 
sion of columns and curtauins contributes to 
the scene's pictorial interest; in this the Iveron 
Gospel book is closely related to Coisln gr. 24, 
a Czospel book in the Ribhothegque Nationale, 
Paris. Not surprisingly, forerunners can be 
found in tenth-century illumination (for 
example, Cod. w ş24 în the Walters Art 
Gallery, Baltimore), made during a time of 
keen interest in spatial complexity. 

ICA 


1. Ealrumore 1947, no. 6gi, 


LITERATURE: Lampros rşcc, p. 1; Pelekanudis 
et al. 1975, pp. 295-965, Îlgs. 7-10, 





46. Canon table, fol. 6 


46. The Four Gospels 


Byzantine (Constantinaple), late 1th cir cache 12: 


century 
Temp-ra an vellum, 1ga fols. 
z2 x 17 cn (Sax Gia in.) 


PROYVENANCE: Formerly (-od. 14 of the Anastasis 
Church, Jerusalem; by 1915 Col. șo ot the Monastery 
at Saint Abraham, Jerusalem; in ro3& boughr bar 
Maggs Erorhers from Sotheby's and sold in the same 
year ta John H. Scheide; in sg the Scheude Lubrare 
vas deposited in the Princetan University Librarv. 


Scheide I.ibrar, Princeton University Libraries, 
Princetan, N.]. (Acheide Ms. 70) 


This copy of the tour Gospels contains extenn- 
sive omament but no illustration. În addition 
to four carefully execured headpieces and 
initials marking the start of each Gospel, the 
manuscript has claborate canon rables which 
constitute a concordance devised by the 





fourth-century bishop Eusebios ot Caesarea, 


whose letter explaining, their use vas regulariy 
copied as a preface to the rables. Although 
the canon tables need be no more than a 
sequence of lists, they were often elabo- 
rately executed. The letters written in gold 
in țhe grids function as numbers that cor- 
resporul to passages marked in the margin 
ot each Gospel. After numbering the pas- 
sages, Eusebios compiled ten tables. The 
first shows the passages common to all the 
Cospels; it is followed by three tables of 
passages tound in three ot the Gospels; 
five tables of parallel passages found in two 
Cospels; and a final table, snbdivided into 
four, of passages rhat appear only once. 
Although meant for reference at a time when 
not even pages were numbered, let alone 
chapters and verses, the Fusebian canons 


would have provided help in the study of 
the Gospels. Given a belief in the power ot 
numbers to express underlying truths about 
the world, the tables may also have assumed 
a mystical significance;! indeed, from early 
on they were decorated with a degree ot 
care that far exceeded what was required for 
their use as a reference tool, he tables în rhe 
Scherde manuscript are heavily ornamented, 
with votive crowns suspended from archi- 
rraves, eagles in the capitals, and other birds 
and fountains above the tympana. Lhe arches 
are encased in dense, carefully executed 
ornament. The exuberance of the work sug- 
gests a date in the late eleventh or early 
owelfth century. 

CĂ 


1. Mordentalk 1982, pp. 29-30. 


LITERATURE: Papidopoulas-kerăricus 1887, 
pp. 214-154. 


ExHIBITIGNS: Trinceroii 1973, NO. 33: Princeton 
1986, DO. 174. 


47. The New Testament 


Errzantine țicanscantinople), 1133 
Tempera and gold on vellum; 280 fols. 
22 X 15 cm (Si X 7 in.) 


PROYENANCE: Once the property ot the Dionwysiou 
Monastert (Cod. 81, Mount Athos; Deo leaves, vrith 
illuminated canons removed before Foliation, are 
ncr& in the Zographou Wionasterv, Alount Athos; 
a chird leaf, oncc tol, î3q, as purchascd br Paul 
Kancllopoulos, Atliens, and exhibited in 1964, about 
1ş&z the manuscript |cti Mount Athos and was pur- 
chased by Oscar Meyer, Los Angeles, subsequcntly 
acquired by Peter Ludwig [and exmbired ar the 
shniirgeri Muscuri, Calogrie), wirh a Eoore it ferrari 
until 1383. 

The ]. Paul Getre Musrum, Los Angeles, Calif. 
(83.M 8.68 (Ms. Ludvig II 4.) 


On April 30, 1133, the scribe Theoktistos 
finished copying, this New Lestament (except 
tor Revelatian). Iheoktistos may have been 
a monk at the Monastery ot the Prodromos- 
Petra in C-onstantinople, which had a sipnifi- 
cant scnptornun. În 1127 the same Theoktistos 
wrote a collection of saints Lives for the 
month of November (Paris, gr. 1370), a vol- 
ume decorated spith a headpiece similar in 
styie to those im the present New Testament. 
The Getty manuscript vas illustrated with 
individual portraits of the Four Evangelists 
and a group portrait of the Twelve Apostles 
(now in the Kanellopoulos Museum, Athens). 
The preportions of the page may have con- 
vincezl the iiluminaror to «epart from the 
common type of the seated author and to 
show the evangelists standing. Matthew, 
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47. John the Evangelist, ol. ro6Y 


Mark, and Luke hold their Gxospels open 
before them and seem to step forward. John 
also holds his Gospel but stands stock-still, 
his head turned ro the hand of God, which 
emerges rom the heavens, making a gesture 
of specch. The pose, like rhat of Juhn listen- 
ing to God and simulraneoushy dictating to 
has «hsciple Prochoros (cat, no. 50), was 
meant to remind the viewer that his Gospel, 
unlike rhe others, was dicrared by God. The 
illuminatar has depicred a massiwe figure; 
he wide ronal range not only creates an 
illusion of sculprural form but also lends 




















the portrazt an air of dramatic intensity, 
The manner of painting can be associated 
with the Kokkinobaphos Master and the 
Komnenian court of the second quarter 
ot the rwelfth century (cat, NOS, 48, 62, 144; 
45 40, 63, 64). 
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LITERATURE: Lampras 1595, p. 3Ig; Eu and 
Plotzek 1975, pp. 1353-63; Hunger and Kresten 1050, 
pp. 188-g2, 210-—12; Buchrhal 1482, p. 214, îigs. 12-16; 
Elson 1987, pp. 53-78, 
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48, Gospel Leaf with the Evangelist 
Matthew 


Byzantine (Constantinople), ca. 1125-ş0 
Tempera and pald on velhim,; single leaf 
23 X 15.2 CM ig x fîn.) 


DROVENANCE: Eemoscd trom the farcat Lavra, 
Mount Athos iCod, A.44!; purchased trom Leon 
Grrucl by Henry Walters about 1931. 


Walters Art Gralieri, Baltimore, d. (ve. szoc) 


This Icaf, cut from a Gospel book in the 
Great Lavra of Mount Athos, depicts the 
evangelust Matthew in the grip of divine 
inspirarian. Shown working outdoors, the 
evangelist has momentaril stopped wnting 
to refill his pen from a well on the writing 
stand. Matthews face and pose betray a 
trremendous exeruion: his body coils to pro- 
pel his right arm forward, the draperv of his 
robe buckles in ihick slabs, and hus features 
tighten into an expression of concentrated 
intensity. The emotionally powertul style 
represents a marked departure from eleventh- 
century taste as exemplified by works like 
the Theodore Psalter (cat. no. ș3). The roots 
Of this dynamic seyle lie in the patronage of 
rerbers ot the Komnenian court, especially 
che emperors John IL and Manuel 1. Frescoes 
commissioned by John's brother Isaac for 
the Church of the Kosmosoteira at Viros, 
as well as those underwritten by Alexios 
Komnenos Angelos for Saint Panteleimon 
at Nerezi, capture the same spirit. Ihe illu- 
minator responsible for the Matthew por- 
crait was a favorite of court patrons; he also 
painted the miniatures in the Homihes of 
James the Monk and the Crospels ot John II 


(cat. nos. 62, 144). The richness ot neltth- 
century court art 15 apparent even in the 
artists materials — the heavy gold backgrounds 
and thick lavers of paint. 

[CA 


LITERATURE: Clark 1937, p- 361; Nelson 1991, 
Pp. +6-si, pls. 76, a, Bi. 


ExHIBITIONS: Baltimore 1047. no. 718: Princeton 
1974, DO, 4. 


49. The Four (sospels 


Evzanrine ((Conscantinople), ca. Li25=50 
lempera and gold on vellum; za? fals. 
I.E XI CM (SĂ X 4 ini 


CONBITION: The upening ot John's Gospel and 
the murmauure tiu precede it, plus several other 
pages at text, hawe been cut ut cr ure lost, 


PROYENANCE: Unknown. 


The Holy Monasrery of Sant John the Theologian, 
Parmos, farecee (Cod. 274) 


Thas little Gospel book belongps to a group 
ot about a dozen rielfth-century illuminatred 
maruscripts, many of them Grospels, that are 


relarcd to one another in painting style and 
xconography (see cat. nos. 45-51, 61-63). None 
is firmly dated, although works in this ani- 
mated and colarful manner associated with 
the Koklunobaplos Wlaster are found as early 
as the 11205 (cat. nos. 48, 62, 144) and as late as 
about 1200 in some (seorpian ManuscrIpts.? 
The Patmos Gospel book is one ot the small- 
est and earliest.? It lacks prefatory material, 
such as canon tables, and like other manu- 
scripts of this group was apparently made 
for private, even lay, patrons. 

Three of the tour original miniatures have 
survived, painted on fine thun parchment 
ruled as far the text, wirh rienty-four hori 
zontal lines. Their iconagraphy îs somewhar 
unusual: instead ut occupving the whole 
page preceding his (rospel, as îs traditional, 
Mark 15 here relegated to che lower halt, 
wlule the upper half illustrates the Baprism 
of Christ. This not entirely successful corm- 
bination Of portrait and feast scene recurs 
elsewhere in the manuscript, and variants 
are found în other Gospels of the group, an 
indication of the growing influence ot the 
turgyv, with its cyele of readings and feasts, 


cven on works of art designed primarily for 
private use.* 

A square of floral ornament dominates the 
page opposite, and below it are the opening 
words of Wiark's Crospel, read aloud each 
year on the Sunday preceding the feast ot 
the Baptism, as 15 noted in the upper margin 
of the page. The iurial A is unfigured, though 
birds and fish, executed in gold, serve as int 
tials elsewhere in the Gsospel text. 


" 


NPS 


1. Ar irvecrtery Of the Parnos hram trocn the ear 
120 lists three “small” Gospel books but describes 
only cheir cowers;, sce Astruc gr, pe. 22, illus. 44-49. 

2. Saminskul 1989. pp. 84-26 (English sunmary, 

p. 2659). 

3. Lt 15 most «losel related ta the ixospels at John Il 
Kaminenos, lrb. gr. 2 (cat. no. 144); to the Lolex 
Ebnerianus (Oxford, Bodleian Librare, Ms. Act, 
T. inf. |. ro), to Paris, Biblimhecgue Mauonale, gr. 75 
(Paris, Byzance, iz, n. 273); anul to Oxtord, (Christ 
Church, Wake gr. 3z (Hutter 1977-93, vol. 4 [1993], 
no, 24), All thought te dare from before he rnichdle 
ci the Duelith reriture. 

4. EHher mumatures in thus manuscript pair che 
Narieity of Christ mith Matthew îfol, si, and the 
Birth of John rhe Baptist with I.uke (fol. 149); 
sec Meredith 1966, pp. 4190-24. 
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49. Opening pages of the Gospel af Mark, fals. 92-04 
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LirERATUE: Sakellion 1890, no. 274, Jacapi 
1932-33, pp. 378, 383, figs, 129—34; Spatharakis 985, 
pp. 235 44, esp. pp. 2364-37; Mouriki and Sevcenko 
19&$, pp. 2834-89, 310-13, Ag. 20-24; Caalavaris 19gș, 
pp. 2406-47, ÎN, 156. 


EXHIBITION: Arhetis 1064, no. 413. 


50. The Font Gospels 





Byzantint (Constantinople), ca. I150—1225 
Tempera en vellum; 230 fols. 
L9 1 15.6 cra (72 x 6% inj 


DROYENANCE: In the collectian formed by Charles 
Spencer, third earl of Sunderland, and increased by 
his son Charles, third duke of Marlborough; kepr 

at Blenheim Palace (in a collection known as the 
Sunderland Library), în 1872 the library was cara- 
logrucd pracr to 1ts sale: in 1883 the (zospel book was 
purchased by che dealer Bernari! Quaritch, from 
whom Robert Garrett hought it in 1902; given br 
Crarrcir to Princeton lniversit în 1942. 


Manuscripr Dimision, Department of Rare Books 
arui Specia! Collecnons, Princeton University 
Tibranes, Princeton, N.], tMs, Garrett 7) 


50. Christ and the Virgin, lol. 1781 


Sometime in the late awelfth or carly thir- 
teenth century a set of drawings was bound 
into this rather undistinguished copy of the 
tour Gospels. The folds and stirching holes 
on the drawings indicare that they were 
raken from another book, one thoughr ro 
have bcen a bound sheaf of artists models. 
Presumably, four sheets with portraus of the 
evangejists were detached from their bind- 
ing and interleaved in the present volume; 
the shcer with Matthew has since been lust, 
along, with at least one gathering at the 
beginning of the Gospel book. 

(On the back ot the portrait of John :s the 
most significant drawing, an awkwardly 
grouped pair of Christ and the Virgin. The 
Virgin's head and shoulders appear în the 
corner above Christ, who is drawn follow- 
ing, the Panrokrator type. The two portraits, 
though different in scale and orientation, 
nevertheless sugpest an ensemble that served 
as an icon, În Byzantine art the Virgin's rule 
as intercessor is most often expressed through 
the Deesis, in which she and John the Baptist 
flank Christ (cat. nos. 24-26, 78-80, 82). 


Examples of the Virgin and Christ alone, in 
a manner similar to the composition of the 
present drawing, are also known. Using the 
formula “O Christ, help your servant” a 
man named Nikolas pravs for himself and 
his household in the lines written at cither 
sude ot Christ's head. Ar the bottom of the 
page is the inscripuon “] am the lighi of the 
world. Whoever follows me will never walk 
in darkness but will have the light of life? 
(John 8:12)— Chrisvs response to the suppli- 
cauon. Whether created for usc as an artists 
moxdel or not, the interleaved drawing served 
as a devotional image of a kind popular in 
Byzantne illumination from the second half 
of the eteventh century onard, when minia- 
tures began to take on the properties uf icons. 
JUCA 


LITERATURE: Clark 1937, pp. 73=75; Degeniharr 1gsc, 
p. îc2; Păcht 1960, p. gri fig, 10; Wixom 1992, p. 206, 
Îg. 19. 


ExHIsITIONs: Baltimore 1047, 00. 728: Athens 
1964, na. 322; Pancetori LAT, 00, qi: Princeton 1046, 
MO. 174. 





şi. The Raising ot Lazarus, fol. 173% 
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51. The Four Gospels 





Bazantirie, first half ot 13th century 
Tempera un parchmene; 233 teal, 
32 X 24 CO (12% X gt In.) 


Walters Art Gallery, Baltimore, Mă, (pr, 53) 


In this Gospel buok the pairs ot miniatures 
at each surviving Gospel opening are: the 
Baptism and Saint Mark (s9v-6or), the 
Annunciation and Saint Luke (1021037), 
the Raising of Lazarus and Saint John 
(173-174). A Fourth pair of miniatures and 
perhaps a quire of canon tables were lost 
with the beginning of Matthew; the book 
aş it exists now comprises che Csospels from 
Matthew $:12 through John 21:17. The cus- 
tom ot pretfacing each Gospel airh paired 
images of evangelist and cast scene gocs 
back to the tenth century but was especially 
prevalent in the rwelfth, when it was adopted 
by numerous workshops, including that of 
the so-called Kokkinobaphos Master, wtuch 
worked tor the imperial family. The choice 
Of feast scenes is notabily consistent, with 
the Nativiry before Matthew, the Baptism ot 
Christ betore Mark, the Birth of the PBaprist 
or the Annunciation before Luke, and the 
Anastasis before John. The origin of, ur 
rationale for, this roster ot scenes rermains 
elusive, though the liturgy oiters a range ot 
possible expianarions. Its consistency makes 
the choice ot the Raising of Lazarus stand 
out particulariy strongly in this Grospel book, 
a prominence reinforecd by the scene's strik- 
ing; beauty. 

This Gospel book combines aspects of 
the Kokkinobaphos Master work — che last 
stylistically coherent group of manuscripts 
known from Constantinopie before the city 
was sacked during the Fourth Crusade in 
1204 — with classicizing, features such as the 
faces of the disciples in the Raising, of Lazarus, 
which point to the Palaiologan renaissance 
art of the capital after its recovery by the 
Byzantines in 1261. The half century that 
stretches bemveen thesc dates 1s among, the 
most obscure in all ot Byzantine art. | hough 
the deep, sarurated colors, glittering chrysog- 
raphy, and iconographic freedom oi the 
miniatures all suggest that the Gospel book 
was made sometime during, thus period, its 
date, place of origin, and hkely patron remain 
a mystery. ap 


LITERATURE: Alpatov 1928, p. 75; Ricci and Wilson 
3934-40, val. 1, p. 753 Clark 1037, pp. 36-62; Buchrhal, 
“Byzantine Miniature” roâr, pp. 1341-32, pl. 6; 1). Rice 
ig&z, p. $a; D. Rice, Byzantine Peintind, 1968, p. 42, 

pl. r27; Belting 1970, p. 55; Princeton 1973 pp. 18, 41, 
46, 64, 140, 155-41; Beltiig 1978, pp, 235%, pls. 37, 21; 
Carr 1987, PP. 75, 2, 123, Ik, Tâz-6q 11. 6, ALOCEV 1307, 


EXHIBITIONS: Boston 1540, no. 11; Balumore 
1947, 10. 732; PNNCETAN 1973, NO. 44. 
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ş2. Whitewashing Icons, fol. 670 


52. The Khludov Psalter 


Byzantine (Constantinaple), mid-grh cenmury 
Tempetra on vellum; 159 fols. 
10.5 15 CI (7% x $% UL) 


State Elistorical Muscum, Moscona, Russian 
Federation (GI 86705, OR Ehud. 1z3-d) 


Among the many inscriptions dating, rom 
the fifreenrh ra the seventeenth century on 
various folias of the khludov Psalrer, rio in 
particular pertain to its histary. Inscribed on 
folio 39 in fifreenth-cennury cursive scrIpt 15 
che phrase, “The Lavra ot Saint Anthanasios 
founded în 6469 in the fourth year ot the 
indiction” and on folio 169, “On July 21, 1645, 
I, Nechtarios, consecrated this psalter in the 
most holy church of the Monastery of the 
All-Holy Trinity on the island of Chalce.” 
The Khuldov Psalrer was originally written 
in the ninth century 1n fine, precise Greek 





uncial script, in brown ink, with rienty-three 
lines of text per page. In the twelth century 
the faded ancient lettering had nearly van- 
ished and was reinforced in miniscule script. 
The early text was preserved on only a tew 
folios. Nine folios have been cut out in their 
entirew and partial excistons (including numia- 
tures) made from other folios, several of 
which arc torn and reveal some crumbling, 
at the parchment. 

At present the manuscipt includes 209 
marginal miniatures on 159 folos. These 
iluminations, among the oldest examples 
of the so-called monastic painting, offer an 
illustrated commentary to the accompany- 
ing text. Like the text, the miniatures were 
painted over at a later date (between the 
răelfth and thirteenth century, according to 
Archbishop Amphilochios and Viktor Lazarev; 
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in the fourteenth century, în the opinion ot 


M. B. Shchepkinii). The fragments ot the 
ninth-century paintings that remain reveal 
țhat they were traced in ink with painstaking- 
Iy eiaborated details . The palette of the muni- 
atures —a light, transparent layer of bright 
blue, rose, green, and red — and their free, 
painterly character, which have much mm com- 
mon with ancient art, display a high level ot art- 
istic master. During; the restaration, they were 
covered with a dense layer af prdlormunantiy dark 
blue, deep red, and green tones. MMC 


Three psalrers with marginal illustrations are 
preşerved frorn the ninth century: the Khludov 
Psaher, Mount Arhos, Pantokrator 61, and 
Paris, Bibliotheque Nationale, gr. 20. Quite 
small, these manuscripis were produced for 
private study in Constantinople not long 
after the era of Iconoclasm ended in 843, 

The illuminations of the psalter illustrate 
the words of particular verses or represent 
Old Testament stones alluded ro in the Psalms, 


scill others provide a Christian interpreta- 


ton of verses, often with scenes îrom the 
New Testament. În many cases the images are 
complete commentaries on religious and 
political issues of the period directed toward 
a small, erudite circle in Constantinople, 
perhaps that of the patriarch Methodios | 
(8431-47). In the samc period Byzantine 
scribes and scholars also developed a system for 
writing elaborate commentaries in the mar- 
gins surrounding biblical or classical texts. 

The illustration on folio 57t is the best 
known in the manuscript, and rightly so, 
since it provides an excellent entree into this 
work. The text, Psalm 68 (69), like many psalms, 
implores Gad co save the psalmust trom his 
persecutors. The artist has followed the inter- 
pretation af the text as refernng ro the sufter- 
ing of Christ. Verse 18 (17), “tor | am in 
distress, is accompanied by an irnage of Christ 
praying that is inscribed “on rhe Passon of 
the Lord; indicating, that this 15 Christ in 
Gethsemane just before his arrest, 

Verse 22 (21), “Fhey gave me gall. . . [and] 
vinegar” is illustrated with an image ot Christ 
tormented on the cross. His persecutors are 
identifiabie as ]ews by their costumes and 
caricatured faces. Below, Bia Iconoclasts 
who whitewash an image ol Christ mumie 
their actions. The figure with wild, demonic 
hair can be idenrified as John VII Gram- 
matikos, patriarch of Constantinople 
(8372-43) and the chief focus ot Iconophile 
ire. The inscriptions above, which read, along 
the side of the page, “they [mixed] vinegar 
and gall.” and below, “and they mixed water 
and lime on his face emphasize the parallel. 
Anti-lconoxclastic literature af he period also 


condemns iconoclasts by comparing them to 
the Jess, Tlus image also refutes the Iconoclasts 
by presenting the Iconophile argument that 
the suppression ot Christ's image was a denial 
of lus Passion — tor how could Christ have 
suffered had he assumed a body that could 
not be circumscribed: 

Also to be consulered in this image 15 the 
condemnation ot the Țewrs. C_aricatures arc 
seen throughout both thus manuscript and the 
Pantokrator psalter. This ilustration addresses 
the claim that the Jews were responsible 
for Christ tormenr and death on the cross, 
while at the same time it suggests that the 
Iconoclasts themselves drew their inspiratian 
from the Jews — both comman accusations 
in the anti-Jewish rhetoric ot the ninth cen- 
tury. The same period also saw the develop- 
ment of an anui-Muslim polemic în which 
Muslims were condemned tor denving the 
reality of Christ's crucifixion and, because 
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53. The Anointing of David, fol. roâr 
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ot their stance against religious figural imagery, 
were sinuilarly held responsible far the spread 
ot Iconoclasm. This one image may thus be 
interpreted as an Iconophile refutationa and 
condemnation of lconociasts, Jews, and 
Muslims. KC 


LITERATURE: Scepkina 197 
1992 (with bibliography). 


2 (facsimule);, Corrigani 


EXHIBITIUN: Lirecht 1996, 00. 2. 


53. The Theodore Psalter 


Erzantine (Stoudics Monastery), Constantinople, 1066 
Tempera and gold an vellum; zot fals, 
23.1 4 10.8 Cm (ia % 77 1.) 


PROYENANCE: Collection ot Henry Perigall 
Eorrell, Smyrna, ho :s sad co have obtained it from 
the archbishap ot Chios; purchased by the Bntish 
Muscurmn at Sotheby's in 1853. 


The British Library, Department ot Manuseri pis, 
London, England (Add. Ms. 19352) 
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The psalter is named after its secibe, the priest 
Theodore, who was born in the Cappadocian 
city of Caesarea and emigrated to the capital, 
where he became a monk at the celebrated 
Stoudios Monastery. În 1066 hc copicd the 
Psalms and the Odes for the use ot the 
monastery's abbot, Michael, Theodore wrote 
in a flowing but formal hand. The gold 
initials, grand rirles, and ornamented frames 
create an ambience ol luxury that speaks to 
the status enjoyed by the abhot af a powrer- 
ful monastery— an ambience underscored 
by the portrayal of the abbot's investiture by 
Christ, which is modeled on an image often 
used to depict the divine foundation of 
imperial power (cat, noș, 138, 140, 144). 

Scatrered in the margins are the 435 minia- 
tures that account tor the manuscnipt's fane, 
These iliustrations are inventive rcworkings 
of pictures in a lost manuscript made at 
Stoudios during Theodore's lifetime; the 
source of the intermediary modei was the 
ninth-century Khludov Psalter (caţ, no. $2), 
Despite their nes, the two manuscripts belong; 
to different eras. By the elevenrh century 
the gritty historicism and unabashed corpo- 
reality of the Khludov miniatures had given 
way to an abstract, introspecrive style. Unlike 
the Khludos, che Theodore Psalter is filled 
with saints. Portrayed alone, in groups, or 
as part of simple narratives, they were used 
by Theodore to embody the virțues that 
the monks, under Michaef's guidance, strowe 
to perfect: obedience, charity, chastity, and 
so forth. Some af the stories vrarn ot the threats 
that city life posed for the Byzantine monk. 
The anti-lconoclastic polemic for which the 
Khludov Psalter is justifably famous is 
emplovyed here as a reminder to the Stoudite 
monks of their role in fighting heresy and to 
Abbot Michael of his responsibility for the 
Orthodox belief of his monks, 

Images of theological import were also 
taken over from the cariier manuscript, as in 
the illustratrion of Psalm 77:79 (78:70) in 
which Samuel anoinrs David (“He chase his 
servant David, and took him from the sheep- 
folds'), while the Virgin appears holding; 
Christ atop a mountain. The scene thus 
recalls Christ's descent from David (77:67-68 
[78:67-68)): “He rejected the tent of Joseph, 
he did not choose the tribe of Ephraim; but 
he chose the tribe ot Judah, Mount Zion, 
which he loves” 

Opening, the psalter for inspiration, guid- 
ance, and meditation cr for usc in a monastic 
service, the abbotr Michael would thus have 
been confronred with figures that spoke to 
him directly about his role in society. 

JCA 
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LITERATURE: Catalog 1868, p. 225; Marits 1950, 
pp. 1î3-62; Dutrenne 1967, pp. 177-831; Der Nerses- 
sian 1970; Cutler 1pgo-—81, pp. 17-30; Walter 1986, 
pp. 269-387; Aruiderson 1988, pp. 53-68; Walter 1988, 
pp. 21-28, 


EXHIBITION: London, Byzastizr, 1994, [. 168. 


4. Manuscript Leaf with Saint Peter 





Byzantine (Constantinaple), 1084 
Terapera and gold an vellur 
18.2 % 10.8 Cr (6% x aq in] 


VROYENANXCE: The leaf was oripginaliv fol, 234 in 
Mount Athos, Panrokrator 49, and was purchased in 
i4ș& from the *. D. Simkhoiwitch celecrica, Dea Yark 
the manuscript itselt was removed from Mount 
Athos atter 1941; purchased in 1962 by Dumbartorn 





Oaks, Washington, D.C. where ît is now Ms, 3; two 
other leaves arc în. respectively, che Benaki Museum, 
Athens, Procheke 34.7 (Benaki 66), ard in the Seat 
Tretyakov lăallere, Aloscow, no. 2580. 


The Cleveland Museum of Art, Cleveland, Ohio. 
Purchase from the ]. H. Wade Fund (se.us+) 


The leat originally introduced the First 
Epistle of Peter from a psalter and New 
Testament manuscript at Dumbarton Oaks 
(Ms. 3), The recto contains a framed porțrait 
ot Peter holding a scroll and standing in 
front at a draped wall. The text below com- 
prises the first six verses of Perer's epistie. 
The Il of che first word, NETPOC, is formed 
by a crossbar supported by the standing fip- 
ures of Christ and Peter, hoth idenrified by 
inscriptions, Christ blesses Peer with an out- 
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35. Swmeon the Srylite the Elder, fol. 2r 


stretched hand, while Peter makes a gesture 
of respect and submission, The images on 
the page do not so much ilustrare the text 
as introduce and support it. The architec- 
mural background, which ultimately deres 
from the scaenae frons ot the Roman theater, 
was used from the Late Antique penod on in 
representations of famous writers to enhance 
their status. That Peter holds a scroll rather 
than a book suggests a connection with the 
prophets of the Old Testament, holy men 
who spuke with the authority of God. And 
in the initial letter, which intraduces the 
words “Peter, apostle ot Jesus Christ, Christ 
gives Peter not only his blessing but also 
the authority ro speak an his behalf. 

The manuscnpt from which the Cleveland 
leaf was taken has Faster rables for the years 
1084 to 1101, and so Must have been made in 
1084. Siylistacally, 1 15 closely related to other 
manuscripts produced :n Constantinopie 
about this time. Lhis tepe ot manuscript, an 
illustrared combination psalter and New 
Testament, became popular in the taelfth 
century and îs thoughr ro have been devel- 
oped for use în private study and devotion. 
Such a use for the Cleveland miniature is 
supported by the small size of its parent 
manuscript and the inclusion ot pretatary 
texts to facilitate study as well as several 
icomc devononal images ot Christ and the 
Virgin." The notations at the bottom ot 





the leat, added by a later hand, indicate 

the day of the liturgica! year on which this 

passage from rhe epistle should be read. 
KC 


I. (Carr ișăa, PR. 1433-36, 


LITERATURE: Ier Nersessian 1563; Cutler 1383; 
Lowden 1988, pp. 2453-50; Nelson 1989; Lappa- 
Zizica and Fizenr- COurcupoAL Ta3I, p. 55, gs. 30, 40, 


ExHIBITION: Princeton 1973, N0. 21, 


55. Menologion of Basil II 


Bzanuine (Consiantmoțile), ca. 85 
Tempera and gald on vellum, 272 fala. 
36.5 X 28.5 CT [ap Tal in) 


INSCRIBED: MHRL CEILTEMBPICID A TO GUI 
ITP: HM CME TOT CTYALTOY (The fst af 
che month September, of cur farzos father Smeon 
rhe stelite! 


CONDITION: The codex has undergone numerenus 
rebindings during which the size oi the iehos vas 
reduced by crapping. 


PROVENANCE: The cexlex was made in (constan- 
tinopl; wtule az has been established as the post 
cpuem ilate, an elevenrh-centure dating cannot be 
excluded; in the passesstion ot a enoese doctor 
residing m Constantinople m the jourteenri century; 
passed to the duke of Milan, Iudovica Sforza (il 
Maro]; donate bip £ cardinal Paolo Sfondrat: to Pope 
Paul Y and entered the Vatican Library. 


Bibliceeca Apostolea Vaticana, Vatican Cary 
(Wat, gre. 1613) 


IOD THE GLORIYI OF BYzZANTIU AM 





One of the most famous Byzantine manu- 
scripts is this menologion commissioned by or 
made for the emperor Basil II (r. 976-1025). 
Menologia were liturgical codices contain- 
ing lives of the saints arranged according to 
the calendar of the (hurch.2 Each ot the 430 
muintatures in the 272 folos of this menolo- 
gion occupies half a page, followed by a text 
composed to fit exactly sixteen lines; pages 
with paintings at the top alternate vath pages 
beanng images at the bottom. Fifteen nunia- 
tures lack text, and two lack both text and 
title. The painungs include illustrations of the 
Great Feasts of the liturgical year as well as a 
variety of “prophers, martyrs, apostles, saints, 
and angels, as descnbed m the prefatory poem 
On page xiii. All scenes are staged in front of 
elaborate architectural settings or exquisite 
lanclscapes wath gold-leat backgrounds. In 
MOST cases, representations of the saints vary 
from images of marnyrdom to figures in Orans 
positions, the selection depending on whether 
the titie of the page reads, respectively, “mar- 
tyrdom” or “commemoranon.” The great 
majority of paintings record acts of martyt- 
dom and torture. 

The miniature on folo 2r reproduced here 
depicts Saint Symeon the Stylite the Elder, 
whose commemoration opens the lhturgical 
year on September 1. The saint 1s shown on 
his column in the middle ot the composition, 
raising his hands in an orans position, The 


kgures ta the left ot the column, dressed în 
Arabic costume, seen ta refer, as the text 
below relates, ro the many miracles ot che 
Saint invalving non-Chnstians. the monk 
leaning on hus stafi in front of the monastery 
to the right of the column alludes to the 
passage descnibing, Symeon's stay în a mona- 
stery, While both extensie and abbrewiated 
pictonal programs of Symeorvs life existed 
during the Middle Byzantine period (one 
extensive program, in the Panegyrkon 
Esphigmenou 14, dares from the sccond half 
of the cieventh centurp), this miniature 
differs from those examples in the painter's 
attempt ra adapt his composition to the 
accompanving text. 

The remarkably umform style of the illu- 
minatians in the Menologion of Basil LI 15 
the work ot eight artists. Each miniature bears 
the name of its artist: Pantoleon (79 paint- 
ings), Nestor (71), Michael the Yaunger (67), 
Michael ot Blachernai (61), Symeon ot 
Blachernai (+8), George (45), Symeon (32), 
and Menas (27). Ihe need for speedy execu: 
ton may have dictated the distribution ot 
the sheets among the eight, who scem to 
have labored simultaneously. 

This codex is not in fact a true menologion 
but rather a version of the Synaxarian of 
Constantinople. (A synaxarion contains short 
daily commemorations irom the les of samts 
who are recorded in the liturgical calendar of 
the Church.) However, the present manuscript 
has been considered the source of inspira- 
tion for several ihuminated (so-called imperial) 
menologia, such as the Walters Ms, ş21, the 
Moscow State Historical Museum Ms. gr. 183 
(cat. no. $6), and the Benaki fragment. 
Although a number of similarițies exist 
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between the painrings of the Menalogion 
of Basil IL and the miniatures ot the other 
manuscripts, there is not sufficient evidence 
to support the use of the menolopiori as a 
curect model. The issue ot models in Middle 
Byzantine manuscript painting, remains 
unsettled, and little is known about artists? 
formal training in this perioxl. In addition, 
any identificarion of sources for the menolo- 
gion images at this time 1s mere conjecture. 
As a liturgical codex, the menolugion was 
made tor, and meant to be used at, specific 
moments during, Church services. Its Lavish 
decoration, however, does not appear to have 
had any hrurgical function; the overwhelm- 
Ing majority oi synaxaria were not ullumai- 
riated. Ihe prefatory poem states that one 
of the nuniatures” functions was decorative; 
they were meant to be admired by persons 
who could gain access to such a Inxurtous 
manuscript. Furthermore, as the end ot the 
same poem relates, the sumptuvus depic- 
tons of the various sainrs were considered 
to be beneficia! ro the patron: “May he [the 
emperor] lind as his assistants in the reign, all 
[saints)] whom he pictured with colors, ro be 
allies n his battles, deliverers from hardships, 
curers of illnesses, and in the Last Judgement 
fervent inrereessors with the lord” În this 
respect the miruatures share the talismanic 
qualities of icons. The great number and 
variety Of samnts painted in the Menologian ot 
Basil II can be interpreted as an eftorr by the 
emperor to secure for himself the help of as 
many holy persons as possible. Numerous 
deluxe objects from the Middle Byzantinc 
perică, such as the Haiberstadtr Paten, the 
Chalice of Emperor Romanos (without han- 
dies), the Harbaville Triprych (cat. nos. 30, 
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36. Martyrdam of Saint Alexios Homo Dei, fol, 2117 


31, 30), the San Marco icons of Saint Michacl, 
and the Psalter ot Basil II, display a select 
group of apostles, evangelists, and militare 
and beahng sants who may have been chosen 
far their prophylactic properties. Like the 
menologion, these works appear to reflect 
their aristocratic patrons need tor divine 
protection. DK 


1. For discussians an dating, suc ler Marsessran 
1940-41, PP. 104—25, anul |, Sovtenko 1972, 
pp. 241-493. For information regarding the 
provenanec, sei iMenplagia, aa, Val, |. 

z. QD8, vol. 2, pp. 1341-42. 

3, |. Svtenko 1962, Rp. 245-76. 


LITLEATURE: Menolegier, 17, voal. 1; [er 
Nersesstăni Ido pu. 1oq=23; |. Sevienke Ipâz, 
pp. 2435-76; 1. Sevcenku 1972, pp. 24129. 


56. “Imperial” Menologion 


Brzanturu: ți astanturucrzele , 1th servtuurp 

Tempera ari gold can velhini; 269 bols. 

31.6 X 24.4 CN [12 1 g% uLi 

CONDITION: Fors. 2z2=s7 aticl 25g—f2 are sixteențh- 
CENtUur replacemenes, 


PROVENANCE: In ţhe Kastamenitou Monastery 
om bicunt Arhos in the sixtecnth centuri, taken Lo 
the &modal Library in Moser, probably in ss. 


State Historical Museur, Wloscera, Fusta 
Federarion (GLM 80272 GR Sin gr. 183) 


The miniature Illustrated here is among 
Efty-seven in the present menologion manu- 
script. Fol. zur prefaces the beginning of the 
text ot the Life of Saint Alexios Romo Dei, 
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or Man of fsod (celebrated March 17), though 
what it iliustrates is actually the end of the 
story, the moment when the true identity 
ot Alexios is revealed. The dead saint, who 
has the features of John the Baptist and 15 
clad in sackeloth, clasps a document that 
reveals his aristocratic origins; the emperor 
Honorius reaches reverently for the scroll. 
To the right Alexios's senator father tears his 
bearil in grief (Alexios, after fleeing marmiage 
for an ascetic life in Syria, had been living 
unrecognized in his fațher's household in 
Rame). A pniest censes the corpse, while a 
young, courtier points sadly at the scene. With 
its concentration on a single event, small 
number of figures pressed to the foregronund, 
clearly readable action, and minimal but 
telling setting, the miniature 15 a classic rep- 
resentative ot Byzantine hagiographical nar- 
rative illustration. 

The present work îs one of severa! related 
eleventh-century manuscripts ot the lives of 
the saints iilustrated in this mannee. The texts 
in cach of the volumes arc followed by verse 
invocatons for the well-being of the emperor, 
and the prayers, which always contain the 
cmgmaric acrostic MLX AHATI — rhought, 
albeir without clear exvidence, to refer to the 
ernperor Michael IV Paphlagon (1. 1044-41) — 
have led ţa these manuscripts being, desig- 
nated “impenal” menoiogia. 

An impenial connection 1 also revealed by 
the miniatures, which are very closely related 
to those in an earlier imperial manuscript, 
the Menologion of Basil II (car. no. şș). 
The fact that the mimatures of the Basil man- 
uscript are here evoked a halit century later, 
in volumes of quite different content and 
format (the texts are far longer than those in 
the Basil Menologion),* incicates that the 
carlicr mintatures posscssed a value in the 
eleventh century that transcended their 
function as illustrationis for particular texts. 

Thc evocation of miniatures from an car- 
ier imperial manuscript, the inclusion of 
pravers that invoke each saint indiidually 
an behalt of the emperor, and che attested 
employment of these țexts in contemporary 
rnonastic hturgy all combine to suggest that 
zhese menologia were designed for use in 
one or anoțher of the imperial monasteries 
founded in Constantinople in the course of 
the cleventh century. 


Li 
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1. Another illustrated volunue, probably trom an car. 
lier ediuon of che “Imperial” Menoleguon, 15 che 
January Menologian now in the Walters Art Callery, 
Falhimore 4 Ms, gr. șz:), anl there are tragments ot 
suill ant her eduian in the Benaki Museum, Achens 
(ls. gr. zi). Becausc the Basil hicnologIori cori- 
tains texts only for the months of September 
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through Februare, the mimatures in the March 
secrian cf the Moser manuscript caruuat be corn- 
pared direct varh as munures, although they 
can jegatimately be used ro reconstrui muniatures 
that must have adomed the beginning ot the lost 
second volume of the Menalogion of Basil II, 
ccerină the months of March through August. 

2, "The texes m the Basil Menologion are brief 
SYNaFANON DOICES, Never more than sirecn lines 
lenp, vlule chose in the “imperial” menologaa are 
extended vitac based for the most part on texts 
composed by Semeon Metaphrastes in the tenth 
Lenau. 


LITERATURE: Latyse 1911, Îasc. 1, pp. 24552 
(text of the Alexios vita); Trencfl and Popof Ig: 
Der Nersessian, “hloskerski Menologii, 1973, 

pe. oq-1ir, Spatharakis păr, ne, 307, N. Sevienko 
1993, pp. 43-64, esp. pp. 4445. 
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57. Lectionary Leaf with the 
Evangelist Mark 


Byzantinc (Constantinople), late 1ath-carby rith 
CEHU 

Timpera and gold on *elhura 

26.5 4 10 CM (10% £ 7 n.) 

INSCRIBED: O ACIOC MAPKO (ant Adark) 


CONDITION: There 15 SCENE MINA flaking ot the 
Muinizture. 


PRUYENANCE: Fermned from Athens, National 
library, Cad. 2552 (formerly Serres. Prodromos 
Monastery 17) sometinue after 19rg; purchased trorn 
Leon Geruel by Henry Walters. 


Walters Art Crallery, Baltimare, hid. (e. ga) 


This single leat originally was part ot a lec- 
rionary. An old photograph shows it facing 


the beginning of the section of the lecnonary 
in which the readings irom Mark predonii- 
nare. The text, written in two columns and 
introduced by a painted pi-shaped headpiece 
enclosing the title, identifies the reading as 
that from Mark, for the first Saturday of Lent 
and the feast ot the great martyr Theodore 
Teron. În most lectionaries the decoration 
consists of ornamental hcadpieces and por- 
traits of the evangelists, arranged according 
ro the order of appearance of their texts in 
the lectionary — John, Matthew, I.ukc, and 
Mark. Flaborately iliustrated lectionaries, 
such as the Morgan Library codex M635 
(cat. no. 60), are the exception. 

The evangelist Mark is here shown as a 
scribe, seated on a cushioned bench before a 
desk with a lectern. On the lectern is the open 
book that he iș in the process of copying, 
while some of his implements, an ink tray 
and a compass, rest on the desk. Having 
copied one line of text onto the parchment 
in his lap, Mark pauses, his pen in one hand 
and his chin resting; in the other. He stares 
out toward the viewer, his brow furromed, 
the intensity of his expression contrasting 
with che calmness of his pose. 

Thus portrait has tradinonally been dated 
to the very end of the tenth century and, 
because of its high quality, atrbuted ro 





s8a. The Evangelist Matthew 


Constantinople. Morc recently, A. Marava- 
Chatzinicolaou and C. Toufesi-Paschou have 
argued îhat the manuscript's ornament and 
script place it în the first half of the eleventh 
century. Srylistically, the miniature may be 
compared with portraits in the Menologion 
ot Basil II, of about rooo-—1018 (cat. No. 55), 
with whuch it shares plasticity ot form, sharp 
fald patterns, and intense facial expression, 
Indeed, it has many counterparts among 
evangelist portraits of the late tenth and early 
elevenrh cenruries. It has often been com- 
pared, for example, ta the portrait ot Mark 
in Vatican gr. 364, a late-tenth-century Gospel 
book, 'Lhe evangelist poriraits in the Vatican 
manuscript, however, have classical archutec- 
rural backgrounds incised inro the gold leat 
(a feature found ui a number of mid- to late- 
renth-century evangelist portraits), while the 
Walters leat has a piain gold background. 
F. 


1. Marava-(_harzinicelacu and Toutexi-D'aschou 1973, 
pp. 70-81, 


LITERATURE: Marava-Charzinicolăcuu aud 
Toulezi-Paschau ro7ă, pp, 70-81. 


EXHLBITLONA: Princeton 1973, no. &, figă. 12, 13 
(with earlier seterences), Baltimore 1984, pl. 3. 


58. Two Lectionary Leaves 
A. The Evangelist Matthew 


Byzantinie |Constanrinople. Li 7—63 
Tempera and goli leat om vellum 
20 X 22.5 CO (Ul x 8% ui.) 


IKNSCEIRED: MA MATRALOLC (Saint Alacttvear! 


CONDITICN: There 15 Sort Aakina ar rhe battorn 
arul the lover-n ght carner and consulerable cra p- 
ping, especially ar the rop. 


The Cleveland Muscum at Art, Cleveland, Ohio, 
Turchase from The 3, H, Wade Fund 421312) 


B. The Evangelist Luke 
Bzantine (t-onstinninople), 1057-63 
Tempera and gold leat an vellur 

309 3 225 cr Cit x BA) 


INSCRIBED: DH ATIOC AUYVEAC (Sant Luke] 


COMDLITON: There is some flaking an the saint's 
head and on rhe chair. 


PROYERANCGE: Originally Delogare te a lechionare 
rhat, according 10 its colophon, was presented te 

the Hohe Trimit Wonastere at Chalke in roâa be the 
empress Rarherine Romnene; remain at the lbrare 
of the Phanar School in Istanbul until the igzs; pur- 
chased bre the Cieveland Museum ct Art in 1p42 
frem the [), G, Relekian collecricaa ură În e Veork. 


The Cleveland Museum of Art. Clovelarud, Ohia, 
Purchase from the |. H. Wade Fund (zar) 
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î8B. The Evangelist Luke 
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Both these miniature leaves were originally 
part of a set at the Four Evangelists that 
pretaced the tour Gospels ot the Holy 
Trinity Monastery in Chalke.' Evangelist 
portraits were the most commoniy ulustrated 
subject in Byzantine book illumination. 
Functioning primarily as author portrauts, 
they cither werc gathered in the beginning, 
of the Gsospel book or prefaced each Gospel 
respectively, as is the case with these two 
folios. 

[n the numniature of the evangelist Matthew, 
the figure is seated on a gilded stool, his 
feet supported by a faorrest. He wears a 
blue chiton and a light brown himation in 
the classical manncr of the philosopher. 
Following the standard Byzantine iconog- 
raphy, which presents Matthew and John as 
older men and Luke and Mark as younger 
adults, Matthew is depicted with short 
white hair and beard, He holds a parchment 
leaf with his left hand and leans shghrly for- 
ward ro vrite the first word ot his Gospel 
with hus nght. An armotre with closed doors 
stands in front of him; vanous writing 
tools — a stylus sharpener, a knife, a clip 
chain, and a glass bottle wath black ink — sit 
on top of it. An architectural framework 
composed ot rio marble columns, capitals, 
and an arch decorated with a trefoil par- 
tern encloses ţhe painting. Matthew looks 
across his work to the opposite page, where 
the text ot his Gospel would have been 
written. The dexterous artist has painted 
the face af the evangelist in great derail 
vth short, tiu brushstrokes and has adroit- 
Ip created the silky rexture of Matthews 
garments with the application of white 
highlighting,. Less emphasis 15 given to the 
depiction of the furniture, 

Luke appears as a young man ciressed in a 
blue himation and a light pink cluton, also 
in the classical manner of the philosopher. 
1 le, too, leans slightly tonvard in the act of 
writing the first words ot his Gospel on a 
piece of parchment held în his left hand. 
Unlike Matthew, Luke focuses his glance on 
the parchment leat in front of him. He îs 
scated an a high-backed chair and rests his 
teet on a tootstool. Before him there 1s a 
low armoire with closed doors; on top oi 
which his writing instruments — knife, com- 
pass, stylus sharpener, and ink stand — are 
displayed. Behind the armoire is a lectern 
bearing a closed parchment scroli and two 
glass borrles containing, the ink for his writing: 
black for the text, red for the inscnpuons 
and capital letters. The composition stands 
against a gold background and îs framed hy 
răo ornate columns and capitals support: 
an arch that bears a foliate cross at 1ts sumunit, 
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The multicolored decoration ot the columns 
anii the foliate scrull of the arch evoke simi- 
lar works in enamel and silver of the same 
period, such as the religuary of the Ttue 
Cross from Esztergom (C.arhedral, the reli- 
quary of the True Cross from Monopoli, 
and the scepter tip in the collection of La 
Compagnie Stofer (cat, nos, 40, 110, 175), 
demonstrating, the familiarity of he creator of 
this work xnith those media. The artists high 
level of competence is evident in the careful 
modeling ot Luke's tace.” As in the miniature 
of Matthew, the rendering; of the furniture 
is rather simplified: the modeling of the gar- 
ments 15 characteristic of the linear style of 
the eleventh century. The flowing brush- 
strokes and the placement of the highlighrs 
confirm the confident and experienced hand 
Of the artist, 

Swlistic comparison of the mo minianures 
Suggzests that they were painted by different 
artists, While Luke's face is modeled from a 
greenish foundation, Marthew's is fashioned 
from an ocher underpaint, giving his fearures 
a kghter appearance, 1 he distinct artists! hands 
and the compositional disparities between 
the works are seen more cleariy when the 
images are viewed with the ro other mina- 
tures of the set.* The portraits of Matthew 
and John share certain iconographuc details 
that var in the mimatures af Luke and Mark. 
The Matthew / John pair scem to have heen 
created for a larger codex, as they have been 
cropped at the top, Losing the upper edge of 
their frames; the I.uke/ Mark pair remain 
intact. The columns in the trames of the first 
pair display variegated marble decoration, 
whereas those in the second pair show an 
enamel-like ornamentatron. În addition, the 
use of red for the inscriprions and a single 
line to detine the halos, the presence of a 
lone glass bottle ot black mk, and the evan- 
gelists” gaze toward the opposite page in 
the first pair are replaced in the second by 
the use of blue outlmed wath black for the 
inscriptions and a double line for the halos, 
the presence of two glass bortles containing 
black and red ink, and the cvangelists focus 
on their writing. Nevertheless, both works 
reflect the linear painting stvle ot thc second 
hali of the eleventh century, *hich retains a 
strong; taste for fully modeled figures, most 
apparent in the faces. 

The great popularity of evangelist portraiis 
in Byzantine illuminatien 15 due in part to 
the large number of Gospel books produced 
during this period and in part to che requred 
presence of the portraits as visual proof of 
he authenticity ot the Gospels. The primary 
tuncuon ot the evangelsts as the transeribers 
of he word of God emphasizes the divine 
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provenance ot the Gospels; the hmited seler- 
non of iconographic repertoire in these 
works, in which the evangelists are shown 
either in the process of writing, or while paus- 
ing, to contemplare, reflects this sacred status. 
From the tweltth century on, a new element 
alluding to the Gospels' divine source enters 
the iconography, as can be seen in the por- 
trait ok the evangelist John in the Getty New 
Testament (cat. no. 47), în which the hand 
ot God at the upper-left corner ot the minia- 
ture denotes the ultimate inspirauion for 

the Gospet's author. DK 


i. For information regarding provenance, see Diehl 
LŞ22, pp. 233ff, Of che remainder of the set af 
four, the miniature af the evangelist Mark was in 
the Guersan collectian in Paris, and the mimature 
ot the evangelst John scen:s zo have been lost; see 
Princeton 1973, pp. 35-86. 

„ Although the practice ot rhe master painrer execut. 
ing arh the faces ot fipures in large courses 
Of a workshop 15 not unusual in Byzantine mirua- 
turc painting of this period, there is no parricular 
evuclencc that such 15 the casc în this portrait. 

3. The nuniatures of Mark and John are rproduced 

in Deh 1gz7, îns. 4, 6. The miriature of Mark 15 
also reproduced in Princeton 1973, p. 3ș, hp. 23. 


| 


LITERATURE: Dichl 1022, pp. 243ft.; Diehl 1927, 
pp. 3: Prinetton 1973, pp. Es-86. 


EXHIBITIONS: Paris 1q31, rus 63; A) Balornere 
1947, NO. 700; Seattle 1949; Wlilwaukce .ușş; DOberlin 
1937, 0. 4; Athens 1964, 0. 3009; Princetin 1973, NO. 
[3. (8) Baltimore 1937, no. 7oa, Searle 1949: kansas 
Cice, Los -ss: Oberhn 1937, no. 4; Berkeley 1063, 

NO, și Athens Lg, 10. 300; Princereri 1373, pi. 86, 
TI, 14. 


59. Lectionary 


Pizantite [Cotistanunople , 1040-1100 

lempera and gold on vellur,, 306 tols. 

40% 27 CI (15% X 104 UI.) 

CONDITION: Tie cosex has surenved varich muini- 
mal îlakuig ol ihe mmmatures, 


PROYENAXCE: In the fitteenth centur; the manu- 
script passed threugh rhe hands of rwo Greek priests, 
one ot horn, Tlomias, “as the son afa man named 
iacargc, referred ta as the “cxarchk ot Phouna” 
(fol. 305%). 


The Hot Monastery af cron, Mount Arhos, 
dareece ital. 1) 


The Iveron lectionary is among the latest 
books to be copied using the farm of writ- 
ing, known as uncial— large, rounded block 
letters evenly spaced on the page. A type ot 
writing uscd for books în antiquiry, uncial 
was replaced by curse in the lare ninth and 
tenth centuries, While cursive continued zo 














59. The Baptism of Christ, tol. 2q7r 


gâin in popularity, scribes, recognizing the 
formality inherent în uncial script, used it 
for book uitles and for transcnptions of the 
text most sacred to the Byzantines, that ot 
the Gospel lectionary, 

Produced in the eleventh century, the 
Iveron lectionary îs comparable in style to 
other uncial lectionaries in Athens (National 
Library, Cod. 39) and Oxtord (Bodleian 
Library, Canon. gr. 92). The large size ot the 


manuscript and its carefuliy execured script 


suopgest an expensive puit made m the hope of 
securing divine favor. Six large miniatures 
enhanced the book's value. Thesc were 
devoted to important events marked by cele- 
brauons n the Church calenclar: the Natrvity, 
the Baptism of Christ, the Presentation 1n 
the Temple, the Transfiguration, the Anastasis, 
and the Koimesis. A number of Gospel lec- 
tionaries from rhe tenth (Saint Petersburg, 
Cod. 21) through the eleventh (Parma, 
Palatina Cod. ș) and pwelfth (Mounr 


Arhos, Skeuuphylakion Lectionary of the 
Great Lavra) centuries were similariy 1llus- 
trated, though che illuminators never depicted 
precisely the same events, The images resern- 
ble 1cons, albeit icons of limited circulaton, 
as use of the manuscript was eftectively 
restricted to the priest who read it during 
the service, 

The illuminator's style is characterized in 
this depiction of the Baprism, in which pow- 
ertul figures dominate a rocky landscape: 
John the Baptist standing over Christ as twu 
angels attend him, one bowing în reverence 
as the other looks heavenward, calling our 
attention to the descending dove. 

[Ca 
LITERATURE: Lampros 1990, £. 1; Xrngepoulos 


1932, pp. 6—7, pls. 1—11; Wenrzmarin 1969, Pp. 4193-29; 
Pelekaniddis er al. 1975, pp. 2893-95, figs. 1-6. 


60. The Morgan Lectionary 


Byzantine (Constantinaple), ca. LOşO— IO 
Termpera anul goli on velluun; 378 fals, 
33.5 % 25.4 CT (13 X IG 1] 


PFROVESANGE: Sad to have been n he librare of 
the Escorial in che cariy mnerecrrh centaur; 1 che 
coilecuan of John Dent; in 1827 purchased at che 
Dent sale by William Becktford, who begucathed his 
librare ro his son-in-la Alexander, renth dukc at 
Hamilton; in î882 purchased at the Hamultoa sal 
b the German government tor the roval library but 
subsegucnily returned tu Sotheby's tar resale, an 
RS, to the dealer Mieholas Triibner; purchased 
by the dealers Ellis and Eley; in s898 sold bnr 7. ], 
Leishron to Henry Yates Thompson, purchased br 
]. Tierporm Margan at the Thampsen sale in org, 


The Pierpont Morgan Library, New York, NYX. 
(his. 4.639) 


The Morgan Lectionary, containing the 
Gospel readings used in the Orthodox ser- 
vice, is one of a number of grand copies ot 
the lectionary text produced in medieval 
Constantinople. Fhe text was copied in a 
bold hand ro facilitate public performance, 
the red notations above the words serving 
to cue the priest as he sings the passage to 
the congregation. The iliustrarion includes 
tramed miniatures as well as historiated inr- 
tials, some spilling into the margins. On the 
first leat John the Evangelist is shown dic- 
tating the Gospel to his disciple Prochoros. 
John stands in a rugged landscape, looking 
in ne direchion but gesturing in another, 

a complex pose meant to signal the evange- 
list's role as țransmitter of God's word. Lo 
the left ot the portrait is the Anastasis, Chrisrs 
descent into hell to tree the righteaus who 
had dhed before the Crucifixion, As Davud, 
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6, The Anastass, and John with Prochoras, tal. 1 


Solomon, and Exe look ou, Christ sirides 
over Satan and pulls Adam from a sarcopha- 
gus; though defeared, Satan struggles to 
retain his grip on Adams leg. Although this 
theme îs not descnhed in the Pible, it had 
core ro be assocated with Easter and 
with Christ's resurrection, and the passape 
inscribed below the miniature (the first verses 
of the Gospel of John) was read on Easter 
Sunday. The eleganily proportioned figures 
are rendered 1n fine brushsirokes and soft 
shading; the border is composed of a wide 
band of segmented ornament designed to 
resemble an enameled icon frame. 'Ihe 
Morgan Lectionary has a close relative 
in another lectionary in the collection of: 
the Saciere de [1 Histoire du Prortestantisme 
Frangais, Paris (no. 206). 

CA 


LITERATURE: Clark 1937, pp. 15-38: Weirzmann 
L954, pp. 3386-73, 


ExunigrrioNs: Balumore 1937, no. 70, Princeton 
1973, NO, 2ă, 


61. The New York Cruciform 
Lectionary 


Eyzanrine ((_onstaniuneple). ca. 1125-50 
Jempera and gold on vvelluum; za fols. 
34 X 23.8 CM (17 % pin.) 


PROYZENANCE: În the ninereenth century 
belenged to the patriarchal church of Saint George 
in the Cypresses, Istanbul, iri 1925 purchased by the 
Pierpont Siorgan library from the dealer Mitchell 
Eenrier ev. 


The Pierpont Morgan Library, New York, NY, 
(Ms. M.6gp2) 


The text of the New York Cruciform 
Lectionary 15 written in the shape ot a cross, 
a design that leaves a great deal ot expensive 
parchment empty in extravagant testimony 
to the donor's pet. The manuscript Ls one 
of tour such books, all lectionaries and all 
made in rwelfth-century Constantinople 
within to generatons. Facing the tutle page 
15 a portrait of the evangelist John, sitting in 
h:s study with a copy of h:s Gospel lying 
open on a stand. On the tițle page are words 
written in gold capital letters: “On the Holy 
and (areat Sunday of Easter; Reading from 
[the Gospel ot ] John” (Ihe Easter reading 
follows, beginning on the back ot the toho.) 
Surrounding the inscription 15 a wide band 
ot carefully painted ornament that intro- 





â1. Ornarnental cross, tol. 3 


duces the cross format followed through- 
Out the manuscript. Lush folate candelabra 
rise from the baseline, storks perch on che 
arms of the cross, and smaller birds drink 
from a fountain at the top. As was appro- 
priate for the most sacred book used în the 
service, the title frame has a monumental 
vitality, associated by the Byzantines wirh the 
life-giving aspect of the cross (cat, nos, 37, 38). 
The work of the ra arnats responsible for 
the portraits and narrative miniatures of the 
lectionary was not completed. Although 
most ot the mimatures were finished, a 
fe remain as drawings, some having a 
thin layer ot colored ash. 

ICA 


LITERATURE: Clark 137, pp. 1862-65; Anderson 
992, 


EXHIBITIONS: Baltimore 1947, dir, 717; PELNCCTON 
1973, NO, ZA. 


62. Homilies on the Life of the Virgin 
by James the Monk 


Eryzanrne (Constanunopley, ca. 1125-50 
Tempera and gold on vellum, 19.+ bols. 
33 x 23 cm (3x93) 


Com biTIm: The original red binding has been 
lost, and the manuscript 15 no în three CHU NIEs 
unth a modern binding, 


PROYENANCE: Appcars m the Vatican Librare 
inventie Ob La75, 


Biblioteca Apeostaolica Yaticana, Vatican Lite 
EMS. Wat. gr. 1162] 


The sermons were written in the second quar- 
ter of the vweifth century by a monk named 
James, who belonged to the Monastery of 
the Virgin of the Kokkinobaphos. James 
served as the spiritual adviser and confidant 
Of Irene Sebastokratorissa, sister-in-law of 
Emperor Manuel 1 Komnenaos and one of 
the most active literary patrons ot rhe bwelfth 
century. It îs likely that lrene's support 
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62, The Ascension, fol. 2% 
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63. The Anastasis, bol. şr 


allowed James ro compose the homilies and 
supervise their illustranon. The complete 
text survives uni Two deluxe YErsIOns, an &arll- 
er one in the Biblurheque Nationale (Paris 
gr. 1208) and the copy in the Vatican, made 
a decade or so later, The versions are nearly 
udentical except that the Vatican edition was 
produced in a generous quarto format, with 
three additional miniatures and much pgramidler 
ornament aț the start of each homily, Both 
were illuminated by the artist responsible 
for the Gospels of John II Komnenos 
(cat, No, 144), who 15 known after this, his 
grandest creation, as the kKokkinobaphos 
Master. The upulence of his style and tech- 
nique and the extraordinary richness ot the 
materials ai his disposal are especially pro- 
nounced in the Vatican copy of the homilies. 
In six essays that follow the sermon for- 
mat, James the Monk traces the bife at the 
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Virgin Mary, he begins with the story of 
her anstocratic parents and ends with her 
berrothal to a common tradesman,. The homui- 
lies may have been composed as didactic 
texts that would use pictures to help convey 
their message, In devising his cycle of minia- 
tures, the Kokkinobaphos Master created 
the longest visual biography of the Virgin 
ever produced in Byzantiuun. He did so by 
taking figures and groups from well-known 
subjects such as the Annunciation and the 
Baptism of Christ and recasting them in 
new contexts and combinations. His princi- 
pal source for such subjects was an illumi- 
nated version of the apocryphal writing 
known as the Pratroevangelion 0f Saint James, 
which also provided the author wirh he 
skeleton for his narrative. The artist reimag- 
ined the story af the Virgin's carly life as a 
tale with the traits ot a medieval romance. 


He paid keen attention to states ot mind, 
especially anxiety, doubt, and fear but also joy 
and exultation. In addition, the characters 
move in recognizable worlds, difterențiated 
by concrete detail. Servants fill the aristocratic 
household into which the Virgin was bom; 
they stand ready with trays and fans and 
occasionally eavesdrop at doorways. It is a 
world in which one was never alone, and Lt 
is contrasted with the starkness of the house 
ot the workman Joseph. Other scenes are 
set in the wilderness oc in a space that can 
be interpreted as a convent. 

The frontispiece image unfolds in a church 
to remind the reader of where the story of 
the Virgin ultimately xall end. The Virgin 
and the disciples gather to wtness Christ's 
ascension into heaven after the Crucifixion 
and Resurrection. Isaah and Dasnd stand in 
țhe aisles holding scrolls inscribeci with their 
prophecies (Isa. 63:1 and Ps. 46:6). Above, 
aâ If scated in a domed chamber, the disci- 
ples meet ar Pentecost. The first homily begins 
on the facing page with an initial that encloses 
the Virgin holding the infant Christ. Above 
the initial the artist painted a rectangular 
block of lush ornament ta introduce one 
of the central motifs of the cycle, the garden 
Of paradise, ICA 


LITERATURE: Stornajola gre, pls. 1-82; Canari 
and Peri ş7o, pp. 547-438; Buonocore 1986, p. 475; 
Anderson 1991, pp. 69120; Ceresa 1931, pp. 3658-69; 
Hutter and Canart 1991; Latonraine- Dosogne 1992, 
pp. 196-251 and passuni. 


ExXHIBITIOXS: Vatican City 1975. n0. 84; Cologne 
[9Q2, NO. 23, 


63, The Liturgical Homilies of Saint 
Gregory ot Nazianzos 
Byzantine (Constantinople), că. 1159 


Tempera and gold on vellum; 437 fols. 
32.3 %X 25.4 CI (12% % 19 IN.) 
PRuvEHANCE: Broughr ro Moum Sinai from 


Lrete by the monk Germanos In 1540. 


The Holy “lonastere of Saint Catherine, Sinai, 
Egvp (gr. 339) 


The Sinai Gregory is one of the most impor- 
tant illuminated manuscripts of the rwelfth 
century. Dedicatory inscriptions indicate 
that it was made at the arder of the monk 
Joseph Hapyioglykerites, one of the first abbots 
to serve in the Monastery of the Pantokrator 
in Constantinople, a house richly endowed 
by Emperor John Il Komnenos (r. 1118-43). 
The manuscripr's intended recipient was the 
Monastery ot the Iheotokos Pantanassa 


MANLALRIFPIS 199 


on the tiny island af Hagia Glykerta (Incir 
Adasi), in the Sea of Marmara. A recently 
cscovered letter contains evicence suggest- 
ing, that Joseph had served as abbot of the 
Theotokos Pantanassa before moving, to 
Constantinople and that the gift tolloxed 
the reconsccration Of its church, în 1142, 
after a rehuilding campaign. 

The manuscript includes a collection ot 
sermons written by the fourth-centur bishop 
Saint Gregory oi Nazianzos. Drawing On 
(Gregiorv's extensive writings, medieval edi- 
tors popularized selections of his sermons 
on significant ecclesiastical themes and on 
fcasts such as Easter, Pentecost, and Epiphany. 
In the eleventh and twelfth cenrures a burst 
ot parronage resulred in a large number of 
hanilsomely adorned «editions of Gregory's 
selected sermons, Artists adornecl the ser- 
mons with portraits and scenes chat related 
either directly ro content ar to the feast day 
celebratecl. Except for a copy ot (aregory's 
complete works made lor Emperor Basil | 
in the ninth century, the Sinai Ciregory 15 the 
grandest surviving, edition at the sermons. 
It is distinguished from the other edition 
by the shcer number of ilustranons. Lt svould 
appear that Abbot Joseph borrowed two 
Illustrated copiez ot the sermons and had his 
illuminator combine them into one grand 
book. În some cases both sources had the 
same subject, Undaunted, che illuminator 
placed one illustratien above the sermon 
and the other in the initial or in the margin. 
The opening chapter, for example, 1s intended 
for Easter, so the miniature m the headpiece îs 
decorated with the Anastasis, which as a sign 
af the Resurrection had come to be așsociated 
with Easter (car. no. 60). A second depiction 
ot the Anastasis appears in the opening letter 
of the same sermon, the alpha af the word 
anastaseos ([dav] at the Resurrection). Other 
sermons show a sunilar duplicanon of imagery 
without verbal prompting, 

Facing the opening sermon on the oppo- 
site folio suts its author (see illus. on pp. 4 and 
109), Like an evangelist, (aregory writes in his 
study. Christ appears trom above, în a visual 
equivalenr of he epithet “mouthpiece of 
God, which recurs later in a metrical colop- 
hon composed by the donor (fol, 437%). 
Surrounding Gregory is a rich architectural 
fantasy centering on a church, with the Virgin 
and Child depicted in the apse. The frame 
clearly derives from the trontispiece to the 
Homiiies of James the Monk (cat. no. 62). 
The hcadpiece ornament surrounding the 
Anastasis also borrows from the eguivalent 
pattern in the same work. Such parallels, 
which extend to the histonated irmunals, 


ilC THE GLORY OF 


serve to alizn the work and its patron with the 
art produced for members of the Komnenos 
family. As abbor of an imperial monasterv and 
negotiator in ecclesiastical matters, Joseph 
Hagioglykentes could justly consider hm- 
selt a member af court society. 

CA 


LILERATURLE: Lardrhausen 1886, pp. 72—73; 
Galavaris 196, pp. 2355-58 and passim, flg5. 377-709; 
Noret 1978, pp. 1536-61; Anderson 1979, pp. râ7-—4$; 
Harlfinger ct al. 1983, pp. 46 48, pls. 14 16; 
Weitzmann anl Galavaris 1yya, PP. 140 "ȘI, fus, 
465 586, colorpls, XXI 2007; Marii Liz, pp. 22128. 


64. Liturgacal Roll 


Bizantine (Constantinaple), secomd quarter af rzth 


CENune 
Tempera and gold or vellun; a sheets glued together 
să 3.1 215 cr (1% fi. gin. x 3% inj 


CON DITIGK: Lhe upper edpe at the first sheet cf 
parchment is damaped, and therc is rubbing and 
Haking ot the upper section ot the opening mintature 
and at several initials. 

PROVENANCE: Unknomn. 


The Holy Monastery at Saint John the Theologian, 
Patmus, Greece (Lol, zaz [Eroll 1]] 


This roll, which îs over eighteen feet long, 
contains the “secret prayers” (those a priest 
or bishop recites inaudibly in the sanctuar 
during the Liturgy ot Basil the fărear and 
the Liturgy of the Presanctified). Although 
by the Middle Byzantine period the Liturgy 
Of John Chrysostom vas in More common 
use, that artributed to Basil the (areat wras 
still used on certain occasions, especralhy 
during, Lent and Passion Week. 

The roll, one of the most important af the 
more than 10 rolls that survrve from Byzantine 
times, is composed ot nine sheets of parch- 
ment glued rogether and waund around a 
wooden rod. During use, a roll such as this 
must have been gradually rolled onto a sec- 
end rod, probably by a deacon or some 
other artendant, as the liturgy progressed.? 

he splendid opening miniature evokes 
the architecture ot a church. Reading from 
the top down, we see five blue domes with 
red drums pierced by windows, a bust of 
the Virgin Ocans in a concha or lunette, with 
ro barely visible angels in grisaille in the 
gold-filled lunettes ro either side of her (the 
angel on the right has virtually disappeared), 
and then a section of blue roof and a pale 
green arcade, below which are five small gold 


lunertes covered by a rolling blue roofline. 


BYIZANILUM 


The next section shows Saint Basul standing 
behind an altar, holding a roll with both 
hands, in a space that presumably represents 
the sanctuar of a church. A paten with 
asteriskos (frame for a cloth cover) and a 
wine-filled chalice rest on the altar. Deacons 
clad in white and waving liturgical fans fank 
Basil, The figures stand heneath arches rhar 
rest 1 part on a patr of knotted columns; 
above 1s a wall ot preen porphyrș, inset 
veith a large roundel of purphish-brown 
porphyri. 

The aim here was not to represent any 
particular church building but to depict an 
uleal image of the sanctuary to which the 
roll was being presented, and to suggest, 
through the variegated marbles and golden 
crusses, the most luxurlous setting possible 
for the recitation of the liturgica] text that 
foilows. În thus latter respect the opening 
miniature 15 comparable to the canon tables 
that introduce a Gospel book. 

Below the “church” is a large carpet of 
vegetal ornament, a tarm of headpicce that 
traditionally pretfaces the title and beginning 
Of a sacred text. The opening O ot the words 
“DO God, our (acul? the start of the prorhests 
(oftertary) prayer, contains an image ot the 
young Christ Emmanuel. Fach subsegquent 
prayer begins with a difterent painted initial 
(there are menty-sax in all): the first ones are 
images of Christ, angels, ancl Saints Peter and 
Paul; the rest are secular in tone, composed 
ot jumping dcer, birds and snakes, and a 
falconer. 

Comparable architectural settings adorn the 
frontispieces of several manuscripts dating 
from about the middle of the rwelfth century — 
the Kokkinobaphos Group (cat. no. 62), the 
Sinai Gregory (cat. no. 63), the Melbourne 
Gospels,* and a roll in Athens — though the 
relative chronology of these manuscnpts has 
NOL yet been precisely detrernuned. Despite 
the rather soft modeling, of some of the 
figures in the Patmos inirials and some 
simplifications and ambiguiries in the archi- 
tectural forms, the script, initials, ornament, 
and architecture all conform sufticiently to 
mid-twelfih-centure types to suggest that 
the Patmos roll must date from ronghly thus 
same period.€ 


Lui 


NIS 


1. An inventory at the Patmas library from the ycar 
1202 lists four rolls containing the Liturgy of Basil 
but gives no further information; see Astruc 1Ş81, 
p. 26, |. 140. 

2. See drerstel 1994, pp. 104-204, and A. farabar, 
“Rouleau liturgique,” 1954, pp. 163-990, The text 
contunaes onto the reverse at the roll, and a secol 
1xt, the Liturgy of the Presancrified, eccupres what 





space remauns, The deaconis responses were inserrerd 
into rhe margins ot rhe main rexr at a later date, as 
were various inchividual prayets tor remembrance, 

3. Bumundels in a comrrastine imarbie art a tearure Bi 
rareltih-cenrury church paemenr design, as in 
the church of he Monasterv at Saint John rhe 
Iheologian on Patras, for example; see C. Bouras, 
in Komuinis 1988, p. 49, fig. 17. 

4. Melbourne, National tsallery, Ms. 71045 (see 
Euchthal, “Iluminatecd Brzantine trospel” atu, 
pp. 1-12; the manuscript is ace thought to dare 
to about 1150). 

ș. Athens, National Library, gr. 2740 (see Kepetzis 
iŞ&r; Spatharakis 1981, no, 323), 

6. (Clese parallels tor seript and ornament accur in a 
Gospel book af about 1139 in (Oxford, (ohrist 
Church, Wake, gr. 32 (Hutter 1977-93, vol. 4, 
na. 24). Parallels for the initials occur in the Sinai 
Caregeure (cat, na, 63), 


LITERATURE: Sakellion 1tg6, no. 707, Jacopi 
1932-33, pl. 23, figrs. Lq$—47;, A. Carabar, “BRoulean 
lturgaque, 1954, pp. 163—99, ep. pp. 167-688, 
171—72, 178, keperziă LEGI, val. 2, pp. 25372, 
Mouriki and Sevtenko 1958, pp. 2809-01, Bp. 314-1ș, 
fips. 25-34; Caalavariă 1995, p. 253, fig. 186, 


EAxHIBITION: Athens 1964, N0. 359. 


64. Saint Basil and 'Fwo Deacans in a Church 
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ANNEMARIE WEYL CARR 


he most venerable church ot the holy lte- 
giving Cross was renovated and painted through 
the donation, expense, and great desire ot the 
..* Thus reads the dedication 
above the western door of the httle Church ot the Holy 
Cross near the village ot Pelendna, Cyprus, now a United 
Nations-designated world monument. The names ot the 
fourteenrh-century donors have not survived, but there were 
several ot them, probably akin to those ot the priest and vil- 
lagers that still remain in the church, in a layer of paintings 
dating, to the wvelfth century.? The dentities ot these individ- 
uals are not known. None were titled, and though their 
means were clearly adequate to sustain a rolc in the village, 


most devout. . 


they were not sufhicient to enable them to build their own 
family churches, like those erected by the local gentry and 
landed. aristocrats. Among the fourteenth-century donors 
were very probably rhe man named Basil and the priest's wife, 
Nengomia, memorialized in funerary portraits at the churches 
western end (see illus. on p. 117). Group dedications by vil- 
lage donors such as these are found in a number ot Byzantine 
churches, and they give us our most extensive image of 
Byzantine popular art. Sometimes we find elements in the 
paintings that respond to our expectation of popular 
imager, like the mooners that surprise us in the Mocking of 
Christ in the Church of Saint Nicholas at Irianta Râdhos on 
Crete.* But what is perhaps most striking, about Byzantine 
popular art is its bond with the magery of the elite. 

Popular art 15 generaliy percerved as reflecting confronta- 
tion between classes, being an expression of those who do not 
belong to the political or ecclesiastical elite. În Byzantium, 
by contrast, the greatest volume of surviving nonelite art 
cmploys the same vocabulary of images har we find în the art 
of the elite. These are religious — indeed, sacred — images. Far 
more than Byzantine secular imagery, which survives largely 
in elite objects, Byzantine religious imagery ranges across a 
broad social spectrum. It reflects a conception of the order of 
things that proved remarkably durable and adaprable, travers- 


The Koimesis. Fresco, 1106, Church of the Panagia Phorbiotissa, 
Asinou, Cyprus. Phato: Foundation Anastasios G. Leventis 


ing class boundaries. 'Thus, images of great visual and intel- 
lecrual sophistication found centuries-long lives in simple 
homes and villages thousands of miles from the great centers 
chat had confected them. Conversely, images purported to 
have come from remote villages were absorbed into the most 
arcanc rituals of courtly refinement. 

The clearest examples of this mobility are the great images 
ot the Virgin Mary, images such as the Kykkotissa and the 
Pelagonitissa — named after sites housing a miracle-working 
cult icon of their mpe —which originated in high circles in 
Constantinople and then went on to potent lives as venerated 
icons in villages throughout the Orthodox world. An excel- 
lent example of this process is offered by a twelfth-century 
icon from Mount Sinai with the Virgin and Child surround- 
cd by prophets (cat. no. 244). The image is striking for its 
refined and courtly style and for the elaborate posture of the 
Child. One iearns from the many surrounding figures and 
inscriptions that the posture, în which the Child strains away 
from the Mother” embrace, was invested with rich emotion- 
al and intellectual content. The physical tenderness of Mother 
and Child, displayed m a manner characteristic ot the 
vwelfth-century courtly aesthetic, suggests that the image 
originated in a center of high sophistication, probably 
Constantinople. 

Within a century and a half of its conception, however, we 
find this very Virgin and Child in miracle-working icons 
made far frormn any such center. About 1300 the most power- 
ful may have been the icon known today as the Madonna 
delle Virrorie, in the Piazza Armerina in Sicily.$ 'Lhe posture 
became especially widespread on Cyprus, where it is charac- 
teristic of a number of miracle-working icons from the late 
chirteenth century onward, including the lovely Panagia 
Theoskepaste (Virgin Covered by God) ar Kalopanagiotis 
(see illus, on next page). On Cyprus, icons with this posc 
eventually acquired the name Kykkotissa, after the greatest 
example there, the Panagia — that îs, All-Holy |Mother of 
God] —of Kykkos Monastery. The Cypriot image 15 distin- 
guished by a heavy red and gold veil. Veil imagery in Byzantium 
Is complex, but the red and goid of the Kykkotissa's veil seems 
to be particular to Cyprus and may reflect one ot the island's 
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The Virgin Theoskepaste. Icon, late 14th century, Church ol the Virgin 
Theoskepaste, Ralopanagiotis, Cyprus. Photo: Annemarie Weyl Carr 


major medieval industries, the producuon of scarlet cloth and 
gold thread, known in Western Europe as or de Ciypre, 

People hke the donors at Pelendria surely had icons in their 
homes: icons are cited repeatedly in Byzantine marriage doc- 
uments as part of the dowry, and painted panel icons cost very 
lirele.? Indeed, the great majority of the icons produced in 
Byzantium must have been small panels for private use— 
icons on the scale of the ivory panels in the present exhibi- 
ron —and they must have existed in large numbers. Icons with 
the posce we are tracing, assuredly cexisted in Larc Byzantine 
homes, as they did centures later when Magda Ohnefalsch- 
Richter reported that “the observant traveler . . . discovers in 
all the parts of [Cyprus], even in the smallest, but especially în 
the homes of the wealthier villagers, that there is a small 
holy room or even 2 holy concavity in the wall with one or 
several images of the Panagia tou Kykkou [which] the Greek 
villagers . . . make into a place of worship”* Today the resi- 
dents ot Kalopanagiotis still refer to the icon ot the Virgin 
Theoskepaste as “our” Panagia. 

If the Kykkovssa exemplifies an image torged in ehte 
circumstances that became the object af localized popular 
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devotion, the image known as the Hodegetna perhaps 
exemplifies the opposite, an image with popular roots rhat 
was eventually canonized as the greatest miracle-xrorking 
:con of Constantinople. The icon known as the Hodegctria is 
supposed by legend to have come from Palestine, and it does 
indeed reflect a posture seen in simple desert sites in the Early 
Christian period, with Mary gesturing to the Child cradled in 
her left arm (see cat. nos. 72, 85, 86, 307, 316). The posture 
then went on to become the image of choice in Byzantium's 
most elite circles. It is the pose that Mary assumes in the vast 
majority of the ivorț icons,” and in the person of the 
Hodegetria the image came to stand for divine protection af 
the emperor and his capital city." In Italy the Tuscan city- 
states were among the early communines to adopt thus pose 
ta signify the Virgin's role as the sacred protector of the city 
and ot its political regime.*? 

The adaptability of these and similar sacred portraits is 
ilustrate by a little lead seal that is now in the Fogg Art 
Museum, Cambndge, Massachusetts." Like many similar 
seals, it was used originally in a commercial rele to seal some 
kind of commodity. Bearing the bust of a saint named Sophia 
on one Side, it îs inscribed on the other with the words FZagta 
Sophia boethei ton ecbonta to (Saint Sophia, help the one who 
bears it), It thus lent oficial valhdation to the conimodity that 
it sealed, but it could also funcrion quite independently, as an 
amulet for anyone who kepe it. Thus it was at once commer- 
cia] and sacred, popular and otticial. 

The mobility that characterized these sacred portraits must 
also have characterized the images known as festival icons, 
the staple narratives of Byzantine sacred imagery. These were 
icons of events, episodes trom the lives of Christ and the 
Virgin that assumed particular significance in Orthodox 
thought and ritual and that were brought to mind in annual 
hturgies and in formula:c images. One such narrative 15 the 
scene ot the Roimesis (the “falling asleep” [in death]) of the 
Virgin Mary; sec illus. on p. 112).:* The treguent appearance 
of this image in the exhibition (see cat. nos., 95, TOI, 102, 3124) 
refiects its pervasiveness in Byzantine art. Its widespread pop- 
ularit, however, cannot be expiained by its biblical 
significance, tor the Virgims death :s not recounted in the 
Bible. Nor does :r derive from some ancient and venerated 
picture at the pilgrimage site of her tomb. It is, in fact, a late- 
comer among the festival icons, entering the repertoire of 
Byzantine images only in the late ninth century and finding a 
place in the canonical core of festival scenes later still, in the 
eleventh century. The event ot Mary's death had been virtually 
obscured by the early Christians behind a panoplt ot super- 
natural occurrences, including an angelic annunciation, the 
miraculous appearance of Christ and the apostles, and the 
Virgin's mysterious bodily assumption into heaven. Only 
later did Byzantune thinkers begin to concern themselves with 
her physical death and to wonder why God had imposed the 
ordeal of death on his mother when he could have spared her. 


Mary had to die, it was argued, in order to prove that Christ, 
though ot divine paternity, was born ofa mortal, 'Ihe issue of 
Christr's mortality assumed a central posinon in the era of 
Iconoclasm (723-843), far Christ*s mortal, human body was 
the sign that the diwine could be imaged. The Koimesis 
became the final, irrefutable proof ot that mortality. It 15 this 
significance that seems to have propelled the scene into 
prominence. As such, the theme of the Koimesis clearly 
bespeaks an ehte theologacal origin, and much of its image, 
tao, retlects this origin. 

The earliest-known images of the Koimesis appear in the 
tenth century, on ivory icons carved for the devotions of the 
wealthy în the Byzantine capital.!* An antique CcOMpOSILLON 15 
used, vert like the lament on the archaic Greek Dipylon Vase 
in the National Archaeological Museum in Athens. Vhen the 
image makes its appearance, then, it appears fully developed, 
In an elite context, with an ancient Greek image, 

As a lament, however, the Virgin's Koimesis is paradoxical, 
for in it Christ materializes to take his mother's spirit directly 
to eternal blss in paradise, holding, high her chuldlike soul. 
The theologians who wrote about the event elaborated on 1ts 
paradoxical character, often in distinctly nusogynist terms 
that use the paradox of the female body's artaining purity to 
concretize the deeper paradox of a mortal assumed Into sanc- 
tity.? The same quality of paradox 1s built visually into the 
image, In ancient images of lament the mourners are temale; 
the space of death is women's space in Greek and Byzantine 
antiquity.* In the image of the Koimesis, however, the 
mourners are male — they are the apostles—and women are 
excluded. The apostles, moreover, mourn with studied 
reserve. Only Paul, who arrwed late and 15 shown at the foot 
of the Virgin's bier, is supposed to have spoken with emotion 
of the sighr that greered him.'* Byzantine ecclesiastics were 
unfnendly to the demonstrative lamentarions that women 
customarily pertormed in Greek and Byzantine funeral ritu- 
als, and the apostles stand as a decorous reproach to the 
extravagant rituals of wailhng, the tearing of hair and clothes, 
and the scratching of the face that we know charactcrized real 
laments in Byzantium, as they had in ancient Greece.2* In real 
laments, moreover, the deceased was dressed elaborately in 
fine, new clorhes. Especially if shc was an unmarricd woman, 
she was dressed in brudal clothes, her wedding wreath on her 
head.*! Lhe Virgin, by contrast, 15 dressed with scrupulous 
modesty. In these respects, the image ot the Koimesis is not a 
lament at all but rather an arrogantly high-minded paradox of 
a lament, expressing the teachings of the theological elite. 
Much the same :ntellecrualiry is felt mm the places the Koimesis 
came to occupy in religious <ycles. In mural painting it !s 
either paired with the Natiity, bracketing the mortality of 
Christ, or placed opposite the sanctuary, with Christ lifting 
up the infant soul of his mother to heaven answering; the 
apsidal image of the mother bringing the infant God down to 
earth. In panel painting, it takes its place at the enă of the 


sequence of festival icons, balancing the Annunciarion at 
the beginning and in essence wrapping the story ot the 
Incarnation in the body of Mary. 

I£ elite theology drew attention to the Koimesis, however, 
it cannot account lor its popularity, The scene exercised a 
powerful hold on the imagination of medieval viewers, 
Byzanune and non-Byzantine ahke. Its frequent appearance 
on personal icons, in church cycles, and in the art of areas 
influenced by Byzantium, its mounting popularity even as the 
intellectual conditions of Iconoclasm faded into the past; its 
tenacity as an ascendant Mariolatry obscured the Virgin's 
death once agam behind an cbuihent claboration af the 
events of her bodiiy assumption —all demand a broader 
explanation. This may emerge i we compare the image of 
the Koimesis with the images of the Virgin's death before the 
tenth century. These are few, but all of them focus on the 
miraculous character ot Mary's death—on the angelic an- 
nunciation, the arrival ot the apostles, and the appearance of 
Chrast to his mother. None focuses on the quintessentially 
human aspect, the death utselt. This the koimesis does, pre- 
senting, the central moment, when the mortal struggle ends, 
giving the signal tor the lament.2 





A Monk Gives Up His Spirit to a Rescuing Angel. Illustration trom a 
devatuonal psalter, Byzantine, ca. 1313. Mount Arhos, Grecie, |honysIou 
64, fol. ur. Photo: Patmarehal Institute ot Pacristic Studies, Wlatadan 
Monastery, Thessalcuuke 
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Nikephoros Presents His Church ro the Virgin. Fresco, 1106 (repainted 1350-75), Church of the Panagia Phorbiorissa, Asinou, Crprus. 


Photo: Foundatiori Anastasios GO. Leventis 


The decades of the late ninth century, which forged the 
image of Mary's Koimesis, were also witness to the produc- 
tion of many vitae of contemporary saints, which recount in 
detail the deaths of their subjects. Remarkably, detail after 
detail coincides with the image of the Koimesis: the saint 
arranges her or his body on the bier and dies as if slipping, into 
sleep;?* mourners assernble from all over the region, men and 
women alike;*% they are arranged at either side of the bier, 
for the funeral hymns were sung antiphonally, one group 
answering another; they touch the body—as Paul does— 
or, if they do not touch :t physically, they touch ir with The 
power ot sight, as the apostles ot the koimesis do with their 
CONSPICUOUS Stares;"7 angels gather close around the body— 
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an angel, tao angels, or sometimes entire hosts —in order to 
protect the emerging soul from the demonic angels who are 
poised to snatch it;?* a close relative or several in turn give a 
kiss of farewell, as John does in the Koimesis.2? Like Mary" 
fe, those of the saints were paradoxical, wholly exceptional 
yet serving as models for ordinary Christtans. Their deaths, 
to0, were both extraordinary and models of the blessed 
demise for which Christians anxiously prayed. Marvy's 
Koimesis is the visual counterpart of these verbal accounts. 
Once formulated in the Koimesis, the image of Chnshan 
lament migrated into other contexts. Saints are described as 
dying în a similar seiting; Gregory oi Nazianzos's sermon on 
the death of Saint Basil the Great, for example, illustrated 





Funerary portrait of Nengomia. Fresco, 1350-75, Church ot the Holy 
Cross, Pelendria, Cyprus. Photo: Stehos Petris 


through the ninth century with a picture ot Basil's funeral 
procession, î$ illustrated thereafter with an image that resem- 
bles Marys Koimesis.** More humble souls, too, like the ner- 
vous monk in the devotional psalter, Dionysiou 65, at Mount 
Athos (see illus. on p. 115), are shown at death în a composi- 
tion that echoes the Koimesis. Moreover, elements of real 
laments begin to appear in scenes ot the Koimesis, as in the 
late-tenth-century sermon on the Koiwmesis by John 
Geometres, The apostles strain decorum with their laments; 
holy women cluster behind them, forming anriphonal 
groups; the closest press kisses to Mary”s body, while those 
farther away prasp her vath their gaze; and Mary 15 referred to 
as Christ's bride in the “golden-woven robes” ot the bride in 
Psalm 4$.* In the late wxelith century such elements begin to 
appear in the visual arts. Lamenting women jain the men, 
first at a distance and then closer to the bier; some lift their 
hands, others clutch at clothes and hair, and angels crowd in 
ever-greater numbers around the Virgan's soul.” The scene 
itself had, in turn, taken its canonical place within the church 
building, on the western wall above the portal leading to the 
narthex, where funeral rites were held. 


Probably from the vwelfth century onward, che deaths of 
rulers were also depicted in compositions that resemble the 
Koimesis.:5 The message of the Koimesis was not, however, 
the exclusive prmilege of the few. In churches hke that in 
Pelendria, too, its immediacy was developed, A particulariy 
telling, view of this is offered by rhe Church ot the Panagia 
Phorbiotissa, in Asinou, Cyprus, founded by the local aristo- 
crat Nikephoros the Strong in 1099 and decorated with paint- 
ings in 1106. The western wall offers one ot the most powerful 
survrng versions ot the Koimesis from Byzantium, where 1t 
looms above the door (see illus. on p. 112). Over the other 
door, in the south wall, Nikephoros installed his own image, 
presenting his church to Mary and so pgamning access to 
Christ. Behiwmd Nikephoros stands the smaller image of a 
woman, Gephyra, presumably Nikephoros's daughter. She 15 
richiy dressed and wears a wedding diadem,; her inscription 
telis us that she fell asleep (ekozznethe:) in 1099. Just as Mary's 
spirit rises to Christ in her Koimesis over the west door, so 
Gephyra's rises to him in her commemoration over the south 
door. Like Mary, she had a good end (ekozmezher). Much the 
same, in turn, can be said of Basil and Nengomia în 
Pelendria, Accompanied by the inscription ekoiether, their 
kneeling portraits stand at the western end ot the church's 
north wall, just opposite the wmage of Marys Koimesis. 
Between them runs the dedicatory inscription, clearly hnking 
the two, 

Just before recounting, her death, the Vita of the late-ninth- 
century saint Irene of Chrysobalanton relates how Irene fore- 
told the death of a young man who had come to visit her.2% 
Asked how she had known of his imminent demise, Irene 
explained that she had seen behind him a man with a sickle in 
his hand and others who stood by counting up his days on 
their fingers. The sickle-bearer immediately brings to mind 
the popular pagan figure Charos, Dearh's harvester.* Far 
more than the Koimes:s, his image would seem ro arise from 
the imagination of the people. Yet if Irene actually knew him 
from a painted image, it was surely an elite one, for it is only 
rarely, in the elegant devotional manuscripts af the elite, that 
such noniraditional subjects actually survive in Byzantine art. 

Perhaps a more rehable picture of the Byzanrine popular 
artistic imagination is offered by glazed potiery, ihe “china” 
of wealthy households (see pp. 254—57). Few of these bear 
figuural images, though a cluster found in southern Russia dis- 
plays splendid mounted warmors and a lon-wrestler who 15 
probably neither Samson nor Danid but Dhgenes Akritas, the 
Byzanune epic hero.* In form the figures are strongly akin to 
chosc known in religious art. And, indecd, forms found in 
religious art, whether they originated there or Were 1ntro- 
duced into it, became integral to the visual imagination, 
which points to one of the distinctive aspects of Byzantium — 
its creation of a body of imagery that crossed houndaries of 
class and clan and bound peoples together through the forms 
of their imagination. 
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65. Icon with Saint Nichalas and 
Busts of Saints 


Byzantinc (t-anstantinople?), late 1ath-carly uth 


centurv 
Terrpera and gold on woocl 
43 i 33.1 EM IX 13 UL.) 


CONDITION: There are cracks reaching from the 
upper ard loraer noreders nato the center panel; some 
faking ot the paint has occurred, 


The Holy Monastery at Sami Catherine, Sina, Egypr 


This portrait of Saint Nicholas, who was 
bishop of Myra on the southern coast of 
Asia Minor in the fourth centuri, is one of 
the earliest in existence. The saint's features 
have not yet been standardizedd: he 1s rounder 
taced and darker haired here than in other 
portraits, particulariy those ot later penods, 
which depict an aging, more ascetic figure 
with a high forehead (cat. nos. 10, 15, 25, 
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306, 320). Saint Nicholas gazes off to the 
right, which reduces his contact vith the 
bchoider but adds to the vigor of the image; 
some Cf this same intensity can be found in the 
miniatures in the lechionary Sinai 204, ot about 
1000, although the night, clean silhouette of 
the icon figure suggests a slightly later date. 
Nicholas's role as a bishop 1s emphasized by 
h:s prominent insignia— the oroghorioa 
adorned șnth huge crosses and the Gospel 
book to which he gestures. 

On a raiscd border around the portrait 
are small painted busts in roundels of spe- 
cially polished gold, The figure of Christ, 
the source ot Nicholas" authority, appears 
directly above him. Flanking Christ are the 
apostles Perer and Pau; military Saints occupy 
the sides of the panel; and across the bottom 
are threc apargvroi, medical saints who served 
without pay (see, for example, cat. nos. 15, 69, 
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103, 249, 330).! Such a strict rankung ot the 
saimnts by professional category can be found 
In Ivories dating from as carly as the tenth 
century (see cat, nos, 79, 80). 

This 1s perhaps the earliest suriving, 
example ot an icon frame adorned with 
painted busts, although enamel roundels 
Occupy this position on some metal icon 
revetments (see cat. no. 234). While these 
iraming, saints serve to situate Nicholas 
firmly în the heaven band, his great size 
compared to theirs celebrates his individual- 
t and the importance of his own particular 
cceleșiastical role as a bishap. 

The back ot the icon is adorned with 
alternating, rows oi red and blue-black con- 
necting circles. NP $ 


1. Cha tic ici hurder arc Sainis Demetrios and 
Theodore; cm Lhe cghr, Săints tăeorge and 
Prokapias; across the brio, Saints Fosmas, 
Panteleiman, and Danmianas. 


LITERATURE: Weizmann 1976, v0l. 1, pp. 1a1=2, 
NO. B 61, pis. CEI, CAK=CAXIL, (aalătaris 1990, 

p. 98, and fig. 15, p. 1q&; Arudlersca, “Byzanrine Panel 
P'orrraut, 199, p. 30, fig, 2. 


866. Icon with the Miracle at Chonai 


Ryzantine |Constantinople), second balf'of 12th 
CET 

Termnpera and gold cn "aescrd 

373 A 303.7 CI [pă X 024 1.) 

CONDITION: There are several verțical cracks: a 


scctian at the lonacr border is damagcd. 


The Hol Monastery of Saint Carherinc, Sinai, Exgpt 


The icon illustrates a muiracle performed by 
the archangel lichacl, who saved a shrine 
at Chona: (near ancient Kolossai in Phrygia) 
from being inundated by floodwaters released 
on It by jealous pagans. Ihe event, a para- 
dig tor timely relief from on high, was cel- 
ebrated annually on September $. 

Here the hermit Archuppos stars before 
the door of a church, a structure reminiscent 
ot the domed edifices depicted in the Kok- 
kinobaphos manuscripts (cat. no. 62), and 
besceches the angel for help. With his long 
red lance Michael has cleaved a hole in the 
earth to swallow up the waters and prevent 
them from rising higher than the marble 
steps. The two figures are divided by the pil- 
lar of water, and they are contrasted in size, 
costume, and pose — the angel active and 
colorful, the carthbound monk an ascetic 
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wraith, the very image of a supplicant. 
Virtually all other landscape and narrative 
detail has been eliminared, rhereby trans- 
forming, a mere record of the event into an 
appropriate image for its annual liturgical 
commemoration. The smal! size of the icon 
suggests it was a proskynests icon, desipned 
to be publicly displayed on the day of the 
feast. 

An inscription, no longer legible, ran 
across the upper border. Painted on the 
back oi the icon is a large rhree-barred red 
CTOSS ON Steps, set against horizontal rows 
ot wawy black lines. 

NPĂ 


LITERATURE: Sotiriou and SOTITUA 1946-58, 
vol. 1, fig. 65, vol. 2, pp. 79-81: Weizmann, Ice, 
1978, pp. 36, 82, pl. 22; Mouriki wâo-8r, p. n4; 
Mourika 1990, p. 107, and fig, 23, p. iq; Beltin 
1994, pp. 2724-73, hig. If. 
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67. Two Icons from a Templon Beam 


A. The Transtiguration 

Byzarntine (Menu Athos), Arsr half ot 2th cerizure 
Tempera on exod 

23,2% 23.7 CT (914 x 94 in.) 

The State Hcermutage, Saint Petersburg, Russian 
Federation (1-7) 


B. The Raising ot Lazarus 


Byzantine | Mount Athos), first halt ot 2th century 
Tempera on wood 
254 X 24 CI CE x 9 1,) 


Evzancine Museum, Areni, Lirecce (Tzr3g] 


These icons are juxtaposed here tor the first 
time in a museum exhibition. They were 
recognized in 1965 by Manoles Chatzidakis 
as members ot the same twelfth-centure 
ensemble, assuredly a sequence of scenes 
adorning, a templon bcam (the honzontal 
entablarure crowning the screen that diviud- 
ed the sanctuary and the public space ot a 
Byzantine church). As both panels came from 
Mount Athos, they must have been part ofa 
cemplon in a church rhere. Fheir firm mon- 
umentahiy and expressrvely modeled faces 
inclicate a date in the first halt ot che maeltth 
century, making them one of the carliest 
surviving portions of a templon complex 
with panel paintings. Given their deft exccu- 
tion, their red grounds must have been cho- 
sen dleliberately rather than out ot poverty 
as a substitute for gold. 

The templon is the ancestor of what taday 
5 known as the iconostasis, a wall of perma- 
nently fixed icons. The remplon, by con- 
trast, 15 a columotated screen of wood or 
stone whose întercolumniations arul entabla- 
ture offered a housing for movable panels 
that could be shifted warh the season or taken 
out far processional use, Only graduall, 
apparently, did painted-panel icons come 
ta be garhered on the cemplon. This paral- 
leled the equally gradual subiection of che 
Icon —inirialle a privare and stubbornly 
unofficial genre — to the control of ofticial 
linurgical themes and functions. This process 
has been trace wath particular clarit by 
Kurt Wetzmann an the basis at the icons 
preserved at Mount Sinai (see cat. no. 248).2 
The templon's entablature beam seems to 
have been the first site for the display ot 
pânels. Whule sculpted nnceaux that housed 
medalitons with the busts of holy îgures 
can be found on beams dating from as carly 
25 the stxth century, movable panels began to 
appear only in the tenth. It has been sug- 
gested that some very large ivory plaques 
ere made for display along remplon beanis 
anl that enamel plagques clothed the beams 
of many wealrhy Constantinopolitan 
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churches.* Thus it may be that modest 
wooden panels moved into a context creat- 
ed for them by images in more opulent 
materials. By the raelfth century, however, 
wooden panels seem to have assumed a cus- 
tomary place on the templon, and by this 


2 





time they had evolved certain standardized 
thematic patterns rooted in othcial livurgical 
LISage. 

The tao panels seen here reflect one of 
these patterns: the seguence of scenes known 
as the Twelve Great Feasts, or Aodehaarton., 
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dedicated to moments of theaphanvy in the 
liveş of Christ and his mother ţhat were cel- 
cbrated in majar fcasts of the Church year. 
One would imagine these two scenes taking 
their place among other, similar panels with 
furrher feast scenes, Other bcams showed 
the Great Deesis — that is, Christ flanked 
by the intercessory figures of the Virgin, 
Jahn the Baptist, the apostles, and angels— 
or scenes from the life ot a popular saint, 

A WC 
1, M. Chatzidakis 1964-65, pp. 386, 388. 


2. YYeunzmariri, “Icon Programs, 1984, pp. 863-116. 
3. Weizmann et al. Tg8z, pp. 5,1, 


LITERATURE: (4) M. Chatzudakas 1064-65, pp. 386, 
pl. &za; M. Ciharzidakus 1076, p. 173, pl. XXII, z; 
Weitzmann et al. ro8z, p. 13+. (BI Wultf and Alparo 
1025, PE: 72. 74, 2563-64, pl. 27; Eomdakor 1928-33, 
sal. 3, pp. pâ-—gă, pl. ri; WC hatzicakis 164 —6s, p. 388, 
pl. 8=c; Lazare* 167, p. 205, pl. 330, M. Charzicdakas 
1976, p. 173, Masca 1977, val. z, p. 29, no. 472. 


EXHIBITILONS: Athens lgă6, n. 74: London, 
From Byzantium, 1987, no. 7; Baltimore 1983, no, &. 


68. Two Fragments of an Epistyle 


A. Icon with the Penrecost 
Eyzantine (Mount Athos), z2ih cent 
Egg tempera over gesso on wood 

2 X 183 3 Cr (124 X 714 Il In.) 


The State Hermitage, Saint Petersburg, Russian 
Federation (1-6) 


B. Icon wath the Anastasis 

Eyzantine 4 Mount Athos), late 12th century 
Egg tempera Over gesse On Woexl 

31. XM I8 3 CI (20 71 A Iau) 


The Stare Hermitage, Sant Petersburg, Russian 
Federation (I-83 


These icons were taken by Petr Sevast nanov 
trom the Great Lavra on Mount Athos before 
1860. Lhey were painted on a single pancl, 
later sawed into pieces, with two other icons 
that remain at the monastery — ene depicting 
the Epiphany, and the other the Koimesis; 
the four icons once constituted a coherent 
epistyle. Similar epistvles ot the Middle 
Byzantine period survive in monasteries ari 
Athos and on Mount Sinai, as well as in 
several museum collections. Such episoyles 
usually depicted rhe (urcat Fcasts and were 
sometimeş execured bi more than one painter. 
The Hermitage's icans are the work ot ro 
difterent artists. 

In both iconographY and painting, tech- 
nique the icon with the Pentecost (A) 15 
rather conservative and traditional. Portraithke 
inchvidualire 15 combined with srereonpical 
elements. The apostles have an impresstonistic, 
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unfinished quality, with sketchily outlined 
facial features and spots of red color on their 
cheeks; they gaze out through searching 
eyes beneath dark, raised brows. The same 
quality îs seen also in the miniature of the 
Tielve Apostles of 173 in the Kanellopoulos 
Museum, Athens, and in the apostles in the 
feescoes of 1195 în the Dmitricvaku (Saint 
Demetrios) Cathedral in Vladimir. 

The icon with the Anastasis (B) 15 More 
unusual and artistically more interesting. 
Christ is shown in frontal view, displaying 
his stigmata, This is a rare compositional 
type, called “hymnologaca!” or “dogmatic, 
and categorized as the third type in Anna 
Kartsonis's classificauion. Linked with litur- 
gical psalters and the Easter Canon of Jahn 
ot Damascuş, the type îiș known in only a 
few works ot the ninth to the thirteenth cen- 
turț, among which icon B îs distinguished 
by virtue of che location of Adam and Eve: 
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rather than fanking Christ, they stand togerh- 
er to his nght. This placemenr is found again 
only in a tielfth-century miniature in the 
Homilies of Gregory of Nazianzos (Paris, 
Cod. pr. ş5o, fol. sa) and in an epistyle în the 
Chapel of the Virgin in the Monastery of 
Sant Catherine, en Mount Sina, which was 
executed in a C.msader workshop în the mid- 
thirteenth cennary but was based on Byzantine 
models of the Komnenian period. Another 
rare aspect of the iconography of icon B — 
the combining, ot the Last Judgment with 
the Anastasis—was inspired by liturgical poet- 
ry and by the texts for the Holy Saturday 
and Easter services, 

Gold, with its many allusions, plays an 
important role in the artistic structure ot the 
icon, For the Byzantines gold was the image 
of hght as truth and glory and thereby an 
image of divine powers, a sense conveyed here 
by the gold ground that surrouncds Christ, 





enveluping him in a cloud of unnatural color 
and elevating him above the domain of mun- 
dane life. The ground replaces the usual gold 
mantlorla fuună, for example, in the minia- 
ture of the Second Coming in the Melirene 
tiospel (Erevan, Matenadaran, M. 10675) 
Of 1267-68, where the Armenian artist Toros 
Roslin drew on Constantinopoliran models 
ot the KFomnenian period. in the New 
Testament gold 1s inked with the notion of 
purification through suffering, an idea that 
resonates with the subject of the Anastasis 
icon, Gold is also a fixed metaphor for vir- 
ginity and purity and an absolute metaphar 
for God: “God is light and in him there is 
no darkness at all” (7 John 1:5). Thus, Christ's 
chiton 15 gold, symbolizing, his ncorrupt- 
Ibility and regality. 

The Anastasis artist used various tech- 
niques in rendering the faces of the figures, 
a practice often encountered in Byzantine 
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painting. Christ's face 1s softly painted, the 
colors applied in thin, translucent layers, 
producing 2 surreal ctiect, as if hght cmanates 
from the surface ot the work. In the faces ot 
Adam and Eve and che other Old Testament 
figures, however, the colars are thickly 
applied, gaving; them a herghtened energy 
and an enameled quality. Lhe faces gleam 
like precious enamel and lend the figures a 
color-saturated matenality that embodies 
the fundamental theme of the 1con: resurrec- 
tion and the triumph ot eternal lite over 
death. The rich symphony of giowing color 
and light arouscs a profound aesthetic 
response in the believer. 

Byzaniint culture ot the tenth to the twelith 
century accorded art a significant and active 
role in promoting Christian doctrine, an 
atritude articulated in an ekpirasts written 
1n 1199-1203 by Nicholas Mesarites. Lhe 
Anastasis icon reflects this characteristic 
aspiration Of Byzantine aesthetrics and illus- 
trates Mesarites' thesis about the phenome- 
nal and noumenal levels of religious art. For 
Mesarites and the twelfth-century Byzantine 
culture he represented, the phenomenal ley- 
el was ol interest only for its hidden mean- 
ing, as an encoxled sign or a syrnbol of a specific 
relig1ous tenet; painting; as an expression 
of theological ideas and tendencies. Ihus 
we may sce in the Hermitagc Anastasis a 
reflecrion ot the discussions held at the Local 
Council of 1156-57 in Constantinople con- 
cerring, Christ's sacrifice on the Cross. 

Despite the unique artistic features it dis- 
plays, the 1con group from the Great Lavra 
tppifies Komnenian art ot the second half of 
the welfth century. The Great Lașra icons 
have stylistic affinities and share techniques 
ot modeling form with Queen Melisende's 
Psalter of u3r—43 (cat. no, 259), in which 
whute highiights play an active role; with the 
miniatures in a manuscript at the Pantel- 
cimon Monastery, Mount Arhos (Cod, 25), 
whose modeling and highlighted folds of 
garments create volume and movement; and 
with the mimatures în a menologion în the 
Dionysiou Monastery, Mount Athos, in which 
hghlghts are used în a similar manner. Ihe 
rendering of the countenance of C.hrist recalls 
the execution of the Virgin's face in the 
Hermitage's twelfth-century icon with the 
Vurgan and Chuld on a throne surrounded by 
the prophets, and the energetic, enamel-lke 
painting ot the apostles” and prophets' faces 
15 closely comparable to that in the icon vith 
the angels worshiping rhe Cross from the 
Treryakov Gallery, Moscow, which Grerol'd 
VzdlornoY dates to the late welith century, 

The most likely date far the Great Lavra 
epistyle is the second haif of the twelfth 
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centurș, since the rheological content of the 
Anastasis places it near mid-century wlule 
artistic parallels place it toward the end of 
che century. The icon evidently was painted 
on Mount Athos; its structural complexiry 
would make an assignment to a provincial 
school implausible and argues instead for a 
classificacion as a monastic painting. 

vu P 
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69. Icon with the Military Saints 
George, Theodore, and Demetrios 


Byzantine [Constantinople:, lare 1reh-—early 12th 
century 

Egg tempera O*cr gesso ON wiki 

28.5 X 30 X 2 CI (114 X Lala Il.) 


The State Hermitage, Saint Petersburg, Russian 
Federation (L-183) 


Ttus icon was brought from Mount 
Athos to Saint Petersburg in 1860 by Petr 
Sevast'ianov. It was restored several times 
during the Middle Ages. The nature of the 
restorations may be gleaned from a verse 
ot the poem “On the Icon of Three Warriors 
Restored by Andronikos Kamateros” (Cod, 
Biarc. gr. 524): “Wanting the warriors” fea- 
tures to appear younger, | scrape away the 
wrinkles of old age from their representa- 
tions.” Certain details and contours of the 
figures were marred in the course of the 
repairs, and the gesso along the edges and 
the cuter rim was completely replaced. Before 
the restoration carried out in 1964 by the 
Hermitage, the warrlors stood against a 
turquoise-blue ground with white inscrip- 
ttons — both apparently daung from the Late 
Byzantine period. This led scholars who 
considered the icon ro be a work of the mwelfth 
century to find it comparable to the frescoes 
af u9g from the Spasa na Nereditse Church 
(Church af he Savior), near Novgorod, and 
assign it to a provincial school. Opinion did 
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not change even after the 1964 restorarion, 
which brought the icon 1o its present state. 
Examination under a microscope, however, 
has revealed intricate, miniature-like paint- 
ing Of a very high standard, A complex tech- 
nicue was used in rendering the arriors 
faces, creating an optical system rich in 
painterly effects. As a result, the icon appears to 
illuminate itself and the countenances seem 
to shine with a divine inner hghe. This con- 
ception of hght 1s echocd in the writing ot 
Symeon the Theologian (9492-1022), whose 
ideas were well known in Constantuinople in 
the eleventh century. Here, the cxaleeă spiri- 
tuality af Symeon's hymns harmonizes vrith 
the subtile sensuousness ot Hellenistic tradi- 
tions, the warriors combining spiritual and 
corporeal perfection, 

The icon, certainly the artistic egual of 
the sophisticated works produced at the impc- 
nal court, 15 now believed ro have been 
paintei in Constanănople. Companson with 
other works indicates that it dates from the 
late eleventh te the early rwelith centuri, or 
possibly the first quarter of the rwelfth. În a 
lecrionary of the same peniod in the Dhonysiou 
Monastery, Mount Athos (no. 587), and fres- 
coes ot Saint Iheodore, for example, at the 
Monastery ot llosios Loukas, Phokuis, the 
military saints have simular silhouettes and 
faces and iclentical elements of weaponry and 
clothing. The idealized faces in the present 
work, with cheir refined nobiliry, show affini- 
tes with the countenances in the eleventh- 
century frescoes in the Veljusa and Vodoca 
Monastenies in Macedonta, and in the 
Cathedral of Sviata Sofia (Saint Sophia), 
Key. Ivpoiogical and styhstic analogues 
from the late eleventh and early tweifth cen- 
turies include a lectionary in the National 
Library, Athens (Cod. 190), the fresco of 
Saints Plulip, Akindynos, and George in 
the Panagia Protothrone in Khalka, on 
Naxos; and, în particular, the icon with 
Saint George in the Uspens'kii Cathedral 
(Cathedral ot the Dormutton) in the Moscow 
Kremlin. Among works from the early 
rwelfth century that reveal parallels ot this 
order are the mosaics, dating to 1108, for- 
merly in the cathedral of rhe Mykhauliws'kyi 
Zoloțoverkhyi Monastery (Saint Michael of 
the Golden Domes), Fuey, especially the 
representation of Saint Demetnos; the mosaic 
of 1:18 of Emperor John II Komnenos in 
Hagia Sophia, Constantinople; and, to a 
limited degree, the mosaic icon of the Virgin 
in the Hilandar Monastery, Mount Arhos, 
which recenily was redated by Otto Demus 
to the first half of the vwelfth century. 

The cui of the military Saints was espe- 
cially popular among Byzantiunvs wartior 





aristocracy. Soldiers took portable icons 
showing military saints with them on cam- 
paigns and before battle praved for the 
intercession ot the holy figures they de- 
picted. În a panegyric (Paris, Cod. gr. 1189) 
the melfth-century monastic writer and 
saint Neophytos Enkleistos refers to Saints 
George, Theodore, and Demetrios as com- 
rades-in-arms and cohorts. According to 
Tudebod's chronicle of the siege of Antioch, 
in 1098 these three saints led a heavenly 
legion to the aid of the Christians. The three 
also appear an one example from a small 
cache of steatite icons of military saints found 
in Khersones, in the Crimea (cat, no, 203), 
where they evidently were left betund by 
imperial soldiers, Portable icons of military 
saints were revered family treasures, passcd 
from one generation to the next. Highly 
prized, they were adorned with precious 
frames. Tiny holes in the surtace of this icon 
are evidence that it tao was once surround 
ed by such a frame. Vip 
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70. Icon with Saint George 


Byzantint ((_onstantinople?), second half of rzth 
century 

Gesso and cgg tempera 0 wood 

107 X 71 CH (42 281) 


Peo*rNAnCE: Church ot Saint Andrew, Kasroria, 
Greece, 


Archaeological hi useum. Vercna, Greece (332) 


This important and very beautiful two-sided 
icon bears a depiction of the military saint 
George on the tronț. While the icon was 
found în the sixteenth-century Church of 
Saint Andrew, in Kastoria, it was probably 
originally located in one of the two earlier 
churches in the vicinitv, the parish church of 
Saint George, which has been dated to the 
fourteenth century, or the Church of Saint 
George Archon Grammaukos, parts of which 
date to the Middle Byzantine period. 

On the back of rhe panel is a representa- 
tion ot Saint Andrew composed ot Do lay- 
ers of paint, one from the beginning of the 
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fourteeth century and the other from the 
eighteenth; perhaps further investiganon 
will reveal an even earlier layer ot paint. The 
icon has a border on both sides. The saint's 
unțlinching, yet peaceful gaze, the accom- 
plished painting style, and in particular the 
technical expertise displayed strongly sug- 
gest that the icon 15 the work of an artist who 
was well aware of the Orrhodox theolagical 
and stylistic issues that prevailed during the 
Komnenian period. Both the overall style 
and the specitic details argue for a date some- 
time between that of the frescoes in the 
Monastery ot the Theotokos kosmosateira 
ini Bera (present-day Pherrai), Ihrace (short- 
ș after 112), and those in the Basilica ot the 
Anargyroi in Kastoria (ca. 1180). Ihe icon thus 
reflects the dissemination of the ecumenical 
Komnenian style, whch would make a 
Constanuinopolitan provenance very likely. 

TP 
(Cat. no. 70 was originali published in 
Byzantines etkones: tă Beroias | Athens, 
1995].) 


71. Icon with the Virgin Eleousa 


Byzantine, late 12th century 
Lzessa and egp tempera cn wood 
114 X 70 CI (ara x 271 |.) 


Eyzantine Museum, Athens, Careece (TI37/11368BM) 


Discovered in 1966 beneath a seventeenth- 
century painting, this powerful icon JoIns a 
group of complex, emotionally charged 
compositions oi the twelith century show- 
ing, the Virgin and (.huld. he type 1s called 
the Virgin with the Playing Child by Viktor 
Lazarev,' and the Virgin Eleousa (having 
pity [on mosrtals]) by others, and such icons 
are currently interpreted as visual counter- 
parts to the bymns and sermons that con- 
cern the piercing love and the poignant 
sadness inherenț in the Virgin's relation to 
her son.* Characteristic are the intimate 
proximity of the faces, the tender play of 
touching gestures, the serpentine posture 
of the Child — akun to the serpentine mist 
of Gabriel in a contemporary icen of the 
Annunciation (cat. no. 246) — the emphasis 
on the Child's naked, straining arms and 
lezzs, and the garments that gather in exag- 
gerated coils, as it asserting a symbolic role. 
The Chiid's posc, with head thrown back, 
limbs bared, and legs crussed— the bare sole 
of his left foot was originally seen bencath 
the Virgin'$ hand — reşembleș his posture as 
the Anapesan, symbol of Christ's death; the 
image of the Child rhus posed and lovingy 
folded n Marys caress creates a moving 





interplay ot themes of lite and death similar 
to that conveyed in the contemporary 
double-sided icon from Kastoria (cat. no, 72), 
With minor variatians this composition lived 
on in the famous miracle-working icon known 
as the Pelagonitissa.* Its composition resem- 
bles as well those ot other works that gameri 
great renova as miracle-orking images: an 
icon of the Virgin Kykkotnssa (cat. no. 244) and 
the Virgin of Vladimir (see illus. on p. 284), 
members oi the same twelfth-century group 
ot expressive Mother and Child icons. They 
exemplify the protound hold of Byzantiurms 
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expressive twelfrh-century icons upon the 


religious Imagination. A WC 
1. Îa7arev 1935, pp. 42-46. 

2. H. Maguire 1gă1, pp. 102—3. 

3. Hadermann-Misguich 1983, p. 2. 
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72. Eroat 


72. Double-Sided Icon with the Virgin 
Hodegetria (front) and the Man of 
Sorrows (back) 


Byzantine, second half ot 12th centure 
Tempera un wood 
t15 x 77.5 CO (as 1 30% in) 


Byzantine Museurn, Kastoria, Carecce | 457) 


Manoles Chatzidakis was the first to recog- 
nize this double-s:ded icon as a homoge- 
neous work, with both of its faces painted 
in he second halit of rhe twelfrh century. 
Building on char anribution, Hans Relting 
was able to show that ihe much-studied 
devotional image on the back of the ican— 
known to the West as the Man of Sorrows — 
was in fact a Byzantine creation of the lare 
eleventh century.! The Kastoria icon îs the 
earliest survine panel painting to display 
the Man ot Sorrows. Known in Greek as 
the Akra Tapeinosis (Utmost Hurmiliation), 
the image is the greatest example of a mppe 
that emerged in the decades around 1100 
and that Belting, drawing on the language 
of Byzantine ekphrasis, called the “living 
icon”: the icon designed ro be so persua- 
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sive that :t compelled a deep emotional 
response. 

Byzantiunvs “living icons,” especially 
those devoted ro the themes of Christ's 
suftering and the Virgin Mars poignant 
maternity, generated many of the most 
potent and infiuential devorional :mages 
that emerged later in the medieval West, 
The present con engages both of these 
chemes. The Virgin on the front assumes 
one ot her standard poses, known as the 
Hodegetria, in which she gestures with her 
right arm toward her infant son, who sits at 
her left. Exceptionally, however, her face 1s 
both young and marked by a worried frown. 
In Byzantium, where Mary spoke more 
often to the imagination as the Mother of 
God than as the Virgin, she is usually shown 
as maternal and even mature. Sermons like 
those of the ninth-cențury homilist George 
of Nicomedera, however, had played on 
Mary's delight în her infant son, and these 
homilies, incorporated into the ofhces of 
elite private monasteries in the later eleventh 
century, may have helped to gencrate the 
artistic imagerș of a șouthtul Mari. In 
Creorge's texts thus voung; mother 15 |uxtaposec 


with the anguished mother of the Passton, 
who embraces her dead son while remem- 
bering how joyously she had caressed him 
when he was a child. The Hodegetria's anx- 
ious trowa an the Kastoria icon seems to 
inclicate the same double awareness: the 
Virgin looks beyond the infant in her arms 
to che suftering Christ on the back of che 
ICON, 

The Christ on the back appears at first to 
be dead on the cross; hus head — startlngly 
reminiscent of those of the great thirteenth- 
century Italian crucifixes — falls ro one side 
with closed eyes, His arms, however, are at 
his șide, as if he were iaid out for burial, Yet 
the cross ses behind him, bearing the same 
label — BACIAEYC THC AOZHC (King ot 
Glory) — that accompanies the Christ 
enthroncd arid the cherubum on the icon 
with the Virgin and prophets from Sinai 
(cat, no. 244). Christ is, then, erect yet dead, 
in glory and yet utrerly debased. It is around 
this paradox that Belting buult his interpre- 
tation of the image as the portrait icon of 
(Christ in the interval between (-rucifiuon 
and Resurrecțion, when he enters death by 
descending, inte hell to hberate the faithful. 
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He 1s, as the (sood Fnday offices say, H ZWH 
EN TAB) (fe in ver death). 1 Lis lps bespeak 
this juxtaposition, the lower one stony and 
gray as if in death, the upper one flushed 
wnth the most vital pink, 

To Belting, the Man of Sorruws was cre- 
ated as the feast icon for Good Friday, ro be 
displayed and perhaps even incorporated as 
a participant in the reenactive Good Friday 
oflices. Surviving versions seem to have been 
designed to fiil a number of further func- 
tions as talismans, private devotional pancls, 
anl funerary icons laud on the body of a dead 
person. The Kascoria icun displays damage 
at its base caused by the use ofa pole ro 
support it at some time, indicating that it 
was carried in processions. Processional 
usc would permit vicwers to appreciate the 
powerful dialogue between the images on 
the front and back of thus icon. 

A W [ 


1, Belin 1994. 
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73. Icon with Christ Brought to 
the Cross 


Byzaritine (Cyprus), last quarter of rzth centur 
Ternpera, sihrer leaf, and ocher glaze on wood 
primed with clorh, gesso, and yallo bole 

[12 £ 83.6 Ch (4q fi x 324.) 


INȘCRIBED: Eclow the cross, IC: XC EAROMENOC 
II! CTPON [Jesus Christ Being Dragperd te rhe 
Cross); abome the Virgin, MP 8% (Marher of Gol, 
above Saint [ohn, 9 ACIOC Ii O EEOADTOC j Saint 
John the Theologian); on the cross, 0 BIAEYC T 
A0ZH (The King of Glory) 


COoNDITION: There are minor areas ot paint loss, 
as Well as rmexlerri restoratieis in seric areas, hu the 
back a second image af the Virgin and Child was 
painted ui 1365 jihere is no evidence chat the vark 
was originally intended to be a double-faced icon). 


PREOFENANCE: thapel at the Holy (Cross, 
Pelendria, Crprus, 


The Holy Bishapric ot Limassol, Limassol, Cyprus 


Christ îs shown here standing on the hill of 
Golgotha at the foot of the cross, dressed în 
a purple tunic and bearing a delicate blue- 
gray crown of thorns, whluch contrasts with 

his elaborately gemmed halo. A young official 
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gestures toward the cross as he leads the 
bound Christ torward, and a crowd of armed 
salchers gathers. 

At the right Saint John the Theologian 
comforts the Virgin. An unidentitied Jewish 
man points toward the cross while he raises 
tus left hand in a gesture of speech. Below, 

a small male figure secures țhe cross in 

the ground, while above fly two angels con- 
torted in emphatic expressionis of grief and 
sorrow. Two mounds at the toot of the cross 
symbohze the hill of Goigotlha, and the sar- 
cophagus in the background alludes to the 
death and entombment of Christ. A vellow- 
ocher background completes the conposr- 
non. The use of ocher glaze over a silver-leat 
ground, a more economical means than the 
application of gold leat of eftecting a gold- 
lhke surface, is perhaps an indication of the 
patron's economic status (for this techmque, 
see also cat. no. 74). 

The Ascent of Christ on the Cross was a 
scene rarely selected for representation. No 
examples dating to before the eleventh cen- 
tury are known. his icon's Cypriot origin, 
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in a territory far from the center of Byzantium, 
may indicate that the depiction of Christ's 
ascent was a more wiclespread practice than 
the small number of surviving examples 
indicates. One of the earliest such represen- 
tations îs found in an Armenian manuscript 
(Erevan, Matenadaran 10780, fol. 125), 
which suggests that the iconography devel- 
aped in the East and spread to medieval Italy 
rather than developing first în the West, as 
had been proposed,” 

Unusual features of this Cypriot image are 
the absence of the ladder and the tumc that 
Christ vrears rather than the loincloth, his 
more charactenstic parb in Middle Byzantune 
scenes of the Passion (see, for example, cat. 
nos. 92, 245). The painful contemplation ot 
the impending Crucifixion is emphasized 
rather than the Ascent itself: Christ does not 
climb the ladder appearing; willing to sufier, 
as described in literarure dating to before 
the owelfth century, but instead shows reluc- 
rance and fear. The composition reflects 
the significant shift that occurred during 
the axeltth century in the expression of the 


Passion both in liturgical drama and in art, 
with an increasing emphasis placed on Chnst's 
vulnerabiliry.? STB 


1. Sophacleous 1094, p. 70. 
2. Derbes 199, p. ur. 
3. Ibid., pp. s10=—1ş. 
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74. Icon with the Anastasis 


Eyzanrine ji_wprus), lasc quarter ot 127h cenmure 
Tempera, silver leat, anu ocher glaze on wood 
primed with clor, gesso, and vellow(?) bole 

39 X 20.1 CM (13% X In) 


INSCRIBED: Flanking Christ, below the upper 
edge of the frame, H ANA /CTACHC (The Anastagis ) 


CONDLTION: Areas of paint loss are found across 
the surface, particulari: in the lerzer pornan of te icon 
and along the rectangular frame; bowing cf the 
wooden panels îs also evident. Restored in 1082-B6. 


PROVENANCE: Monastery ot the Panagia 
Arnasgou, Monagri, Cyprus. 


The Holy Bishapric of Limassol, lamassol, Cyprus 


Christ, wearing a purple tunic with Howing 
blue mantle and carrying a patriarchal cross, 
tramples on the gates of hell. With hus right 
hand he reaches back to draw the aged Adam 
from hus sarcophagus, while Eve raises her 
hands n supplication. At the right the Old 
Testament kings David and Solomon stand 
within a sarcophagus, while Saint John 
Prodromos (John the Baptist) stands behind 
them, in both gesture and pose murroring; 
Exe on the opposite side. 

The icon represents one of the major 
conographic types of the Anastasis (see also 
cat, nos. 63, 68, 93, 115, 230, 254). Lhe earli- 
est survlving examples ot thus type are dated 
tu the early eleventh century, wirh this 
Cypriot icon artesting ro the spread of the 
iconographic formula to all corners ot the 
empire by the middle uf the century.” 

To the Orthodox Christian the Anasrasis 
signified the promise ot salvation, achieved 
through the death and resurrection ot Christ, 
The roie of Christ as savior 1s emphasized în 
this iconographic tppe by the presence ot his 
human ancestors David anii Solomen, who 
bear witness to his humanity, and by refer- 
ences to the Passion, including îhe cross he 
holds and the presence ot John Prodromos, 
propher and precursor af Christ. 





Contemplation of Christs resurrecrion 
figured prominently in rhe Orthodox ltrur- 
gy. The Anastasis was commemorated both 
in the weekly celebrarion of the Eucharist and 
n the annual celebranon of the Resurrection, 
during the teast of Easter,* and an intage of 
the Anastasis such as this would have recerved 
special veneration on these occasions. The 
icon'$ provenance in the Monastery of the 
Panagia Amasguu arid its relatively large 
size” suggest that it was intended for vencra- 
tion within a church setting. There the icon 
could have been displayed on a proskyne- 
tarion (icon stand) or incorporared în an 
ICONOStAsIs. STB 


1. W'entzrnarnii (060, p. o; Kartsonis rată, 
pp. 204-ş. 

2, Kartsoruls 1986, p 213. 

3. Ibid., pp. 20426. 

4. ]bii., pp. 227-346, 

5. COTTURA 1493. PP. 43-62. 


LITERATURE: Weizmann IŞ6o, pp. 928-197; 
Kartsanis 1986; Saphoclzaus 1994, p. 75; Corrigan 
1495, PP. 45-62. 


75, Icon with the Virgin and Child 
(front) and Saint James the Persian 
(back) 


Byzanrine (Cyprus), late 12th century 

Tempera and gold leaf on mood, wirh relief ama- 
MENES IN pe5su 

9.8 X 75.3 CI (3914 x 204 în.) 


CowmorTiat: The icori originally had a pole, non 
cut away; the lower portian af the front 15 damage; 
the background color af the back is lost: and the 
raised, gulded ornaments are later addimons; restored 
by Archimandrite Dionysios.! 

PROYEHAHCE: thurch ot the Panagaa Theoskepasre, 
Paphos. Csprus, 

The Holy Bishoprir ot Paphos. Paphos, Cyprus 


În the last few decades, scholars, most prom- 
inently Doula Mouriki, have identified a 
large and distinctive group of icons made on 
Cyprus in the late ewelfth and the thirteenth 
century.? Although che largest mimber be- 
long to the period after Cyprus came under 
the control of the Latin Lusignan dynasty, 
both the icons and the frescocs with which 
they are associated remain close to Byzantine 
POPULAR 
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prozatypes. Made far the use of both arin 
and tzreek patrons, the icons share elements 
with works that have been idennified math 
Crusader patronage, as well as with exam- 
ples in the West. The importance of Cypriot 
painting in the Mediterranean basin during 
the chirteenth century looms larger as schol- 
arship progresses.* 

Tlhus panel once formed the back of a pto- 
cessional icon, with che image of Saint James 
the Persian on the reverse.* Damaged at its 
base by that arrangemenr and changed over 
time, the Virgin and Child remains an im- 
portant example ot Cypriot icon painting. 
Although the original posinon of rhe hands îs 
uncerțain, the image is undoubtediy a varia- 
tion ot the Cypriot type usually called the 
Kykkorssa, in which the Virgin often wears 
the additional veil over her zmaphoriga, The 
type is Constantinopolitan 1n origin but was 
the subject of particular devation on Cyprus în 
honor ofa miracle-working image in the 
monastery at Kikkos Similariy characteristic 
of Cypriot icans are the rehef decaration ot 
the background and the halo ot the Virgin. 
And although conservators consider these 
eiements to be later additions, they believe 
che original halo was gilded strucco.* While 
both the second veil and the use of relhef 
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occur most ofren in images of che thirreenth 
century ancl later, tlus icon has been assigned 
to the late mwelfth century. Ihis date is sup- 
ported by the simularity ot the Yirgin's face 
to that ot a Virgin FEleousa lrom Nicosia, 
which 15 thought to have been made in the 
late raelfth century.” Both images sustain 
the impression that Cypriot painters com- 
bincd the motifs and practices of local custom 
with those of Byzantine Komneman paint- 
ing from the capital in the creation of a dis- 
tinctive Cypriot style. 

The figure on the back of the icon has been 
identified as Saint James the Persian” based 
on his representation as a military saint wear- 
ing a Persian or Phrygian cap, as well as on 
the pseudo-Kufic script on his shield. Saint 
James ţhe Persian — who îs also known as 
Saint James Intercisus (the Dismembered), 
recalling his martyrdom, and whose feast 
is celebrated on November 27— is promi- 
nent in the Western Church as well as in 
the Eastern Church, where he receives a 
full office. Nevertheless, his image 1s rarc. 
Hippolyte Delehaye reports that James's 
name appears at only three sites on Cyprus 
In contrast to that ot Saint George, which 
is found at sixty-seven.!“ It is quite likely, 
therefore, that this icon was commissioned 
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by a single indmidual. ] lowever, the subject 
would have been attractive tor either a pri- 
vate or an institutional patron. In this con- 
text, it îs worth noting that Saint James 
was an apostatized martyr, a member of the 
fifth-century Persian court who hid his 
Christianity during; a time at persecution 
to protect his hte and career. After he re- 
afhirmed his Chmstan faith, he was martyred 
by having his limbs cut oit slowly,!! Saint 
James wuuld have been an especially appro- 
priate model for Greek Christians when the 
icon was made it Sophocles Sophocteous's 
date at the end of the twelfth century or a 
slghriy later date îs correct, Ar this time, after 
the acquișition ot Cyprus by the Franks, and 
in particular after the sale of the island în 
192 to the Lusignan house, they were under 
political and economic pressure from the Latin 
Church."? Similarly, James's stand against the 
Persians would have appcaled to bath Latin 
and Greek Christians during; the period ot 
the Crusades. Finally, devotion to a saint 
who resisted the Persians would have been 
appropriate in a church that, according to 
the legend associated with its name, was made 
invisible by a rhick veil of mist just as Arab 
raiders ot the seventh century were about to 
sack ir, 


The damage left by the pole that once 
was attached ro the panels indicates that the 
to paintings were once the faces of a pro- 
cessional icon."+ Nevertheless, it 1s possible 
that at an earlier time theşe panels formed a 
diptych, with the Virgin and Child on the 
right, for they are remarkably similar to the 
elements of the diptych at the Monastery of 
Saint Catherine on Mount Sinai, in which 
Saint Prokopios in military garb on the left 
faces a version of the Kykkotissa. Although 
usually described as the work af a Venetian 
Crusader painter, the Sinai diptych ras 
originally attributed ro a Cypriot workshop 
by îaorgios and Marie Sotiricu, an attribu- 
tion to which Mouriki recently returned." 
The similarity between the Paphos and the 
Sinai pairs supports these authors contention 
and indicates that such images played an 
important devotional role in the military cut- 
tures of both the Latins and the Greeks in 
the Crusader period. The large size of the 
Paphos panels, nearly pice that of rhe dip- 
tych on Mount Sinai, suggests that they might 
have been used as the movable icons of an 
1Conostasis, forming a set similar to the pair 
of early-fourteenth-century frescoes found 
in Macedonia at Stara Nagoricino, which 
depicis a half-length image ot the militar 
saint George on the left ot the entrance and 
the Virgin and Child on the righr.1* 
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76. Icon with Saint Theodore Teron 


Byzantine, ca. 1200 

Tempera anul goli on voor 

Maunum di mensions of preserred painting: 33 X 
30.4 Cr [13 X 54 un] 

IÎNSCRIBEL: [i AT1]0C FEAA IF TrPiUs 
(Saint Theodore Iron) 

Con DITION: The upper, lomer, and |eft borders 

ot che icon (ca. 2 cm |4 in.] wide) have been virtual 
desrrowed. 


The Holy Monastery of Saint John the Theologian, 
Patmos, lareece (New Ireasuny! 


This con, insenbed in red letters on a gold 
background, 15 a portrait of Theodore Ieron 
(the Recrut), who, with Theodore Srrarelares 
(the General), was one ot the most popular 
military saints in Byzantium, He is a mature 
figure, clad here in a form-fitting beltred 
corselet flashing with sharp gold highiighus. 
Flaps protect his upper arms and lower 
torso; under his armor he wears a red tunic 
with gold cufts and hem, dark green leg- 
gings, and brown leather boots, His dark 
brown cloak, ornamented with a wandering 
dark green tendril design highlighred in gold, 
boasts a gold zabiion below he left shoulder. 





He has a pointed beard and a full cap of 
brown hair that stops at his ears; his shorter 
hair usually hetps to distinguish him from 
Theodore Stratelates. His halo is outlined 
by a circle of small inctsed dots. He stands 
on a strip of dark green earth. 

The saint raises a goid-handled sword, 
which hc has drawn from a red scabbard. 
A full-length triangular shield, wide and 
curving at the top and probably refiecting a 
Crusader prototype, 15 slung, over his shoul- 
der. Its inner surface 1s composed ot narrow 
pleated (leather?) panels, and its outer sur- 
face 15 adorned with thin gold crosses and 
diamonds; its borders are decorated with 
rows of red or gold bosses. 

The contrast between the lively decora- 
tive treatment of the costume and the softiy 
modeled head is common in works of the 
early thurteenth century. A Sina! icon of Saints 
Theodore Srratelates and Demetrios of this 
period sho'ws a similar pattern of gold rays 
on the armor, the same ambiguouus transi- 
tion between breastplate and tablipa, and 
the same dusky colors.! The ruddy cheeks 
and white glow aronnd Theodore's eyes 
appear as early as the end of the vwelfth cen- 
turț.* he shghtly unbalanced pose and 
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jagged outline of this frontal figure, which 
serve to charactenize the sant as a man of 
action, arc remimscent of certain Komnenian 
fresco warrior portraits? and presage the 
aftectedly animated holy warriors character- 
Istic of Palaiologan painting. 
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77. Icon with the Transfiguration 


Byzantine ((omsrantinaple?), late 2th centune 


Mosauc (gulded bronze, marble, Lapus lazuli, glass, and . 


WA) Gl OO SUPPOLT 
$2 x 36 cm (20% Lql UL) 


INSCRIBED: H METAMPODOCIC (The 
Metamorphosis (The Transâguration 


CoNDITION: Hestored br Pietro da Valle in 
Palermo in 17ga and again i 1864. 


PROYENANCE: Ignazio Papt; acquired by 
Lean DuFourner in 1707; Francms Belloni; 
acquired in 1852 by rhe Musse du Louvre, 


Muste «lu Loure, Departemneni des Gbers d'âArt, 
Paris, France [OA ML aq] 


Few objects have been cailed upon so con- 
sistently to lend magnificence to exhibihons 
of Byzantine art as this one. Its level of 
craftsmanshup, like 1ts inherent material rich- 
ness, 1s superb. The individual tesserae - 
tiny cubes of gilded bronze marbles ot many 
hues, lapis lazuli, and colored glass— range 
from 5 mm to num on a side. Lhe mis- 
spelling in its title clearly cannot be seen as 
a sign of provincial origin. Ît 15 a Work of 
the lughest skull, 

Miniature rmosaics were among the must 
precious of Byzantiurns luxury arts. Some 
four dozen survIve, of wluch the great majority 
belong ro the final, Palaiologan period vf 
Ryzantine art. Orro Demus drides thern inta 
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the categories ot portable mosaics like this 
ane, ranging from 30 to as many as 120 cm 
in height (1 to 4 fi.), and the true nunuațures, 
which rarely exceed 20 cm (8 in.) in height 
and can have been used only tor the most 
intimate devonon and delectaton. Portable 
mosailcs begin to appear from about 1100 
on, but of the twelfth-century ones, only 
to — this one and the image of Christ in 
the Ufhzi in Florence — employ the xirtually 
microscopic technigue that characterizes the 
murnatures, Because thus one depicrs a feast 
scene, Viktor Lazarev, Manoles Chatzidakis, 
anul Demus all propose that it was intended 
for a templon beam, but images of the 
Transhiguration also served as independent, 
devotional, or proshynetarion icons, and one 
wonders whether the very costi, attention- 
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riveting, technique oi tus one would have 
been set so far from the eye as on a templon 
beam. 

This work was in Palermo in the eigh- 
teenth century, but though the extensive 
use ot marble in the garments recatls the 
mosaics of Monreale, there 15 no evidence 
that it was actually made in Sicily, and its 
place af origin is unknown. 1t$ date 15 clearer, 
The stately proportions ot the figures have 
led some scholars to suggest a date in the 
early rweitth century, but more recent Gpin- 
1on places it — surely correctly — at the very 
end ofrhe century.” The tense, sharp-fea- 
cured faces, especially rhosc of Peter, Elgah, 
and Moses with their almost angurshed 
gazes, and the cascading drapery at John at 
bottom center, vrith its cdgy clatter of hgh- 


hghts, bear particuliarly strong; resemblance, 
as Demus notes, to țhose ot the late-rwelith- 
century murals at Hosios David, Thessalonike. 
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78, Reliquary Casket with the Deesis, 
Archangels, and the Twelve Apostles 


Byzantinc |Constantinople;, sccond half of roth 
CENtUuny 

Lory, with copper-alle»; gilt mounts 

6.7 X 18.4 X 0.5 CD (2 PIX IA UL) 

INSCRIBEL: În Lareck, an the tront, Saint Paul, 
Saint Peter, Sant James, Saint Arulrew; on the righe 
side, Saint Phulip, Sant Thomas; cui the back, Sarii 
John, Saint Mark, Saiu Luke. Saint Matthew; on Lhe 
left side, Saint Parrholomew:, Saint Siman; an the hd, 
Saint John the Baptist, Jesus Christ, Mather of God, 


CONDITION: Ihe lock plate, a later adcutran, has 
been removed. 


The Metropoliran Museum at Art, Se York, NY. 
Cutit ct ], Pierpont Morgan, 131? (17.190.238) 


The history, method of construction, and 
function of thus casket set it apart from 
other Middle Byzantine ivories. In the tur- 
teenth century it îs said to have belonged to 
Count Sinibaido Fiesctu, who became Pope 
Innocent 1Y (e. 1243-54); it is claimed to 
have remained in the family unril the nine- 
teenrh century, when it passed first to the 
Martin Heckscher collection in Yienna, 
next to Albert Oppenheim in Cologne, and 
then to ]. Pierpont Morgan in New York, 
Because of its history, the casket was ance 
thought to have been made specifically to 
contain a ninth-century cloisonnt-enamel reli- 
guary of the True Cross (cat. no, 34) that also 
belonged to Pope Ianocent IV. Until this 
exhibition, the casket was covered with red 
and blue polychromy. However, the area 
under the lock plate shows no evidence of 
polychromy, which indicates that the entire 
casket was never intended to have color. 
The Deesis scene on the lid — Christ on 
the heaveniy throne, framed by the Virgin 
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and Saint John the Baptist, who act as inter- 
cessors — 15 often enriched by archangels 
and aposties. On the sudes, the apostles — 
who hold rolls or codices — are arranged in 
pairs and gesture in dialogue. 

Both the carving technique and the con- 
strucțion of the casket are unusual. Unlike 
most Byzantine caskets, this example is made 
of sold pieces ot ivory, which are mitered 
and dovetrailed at the corners rather than 
mounteid on a wooden core. In its solid- 
iary conştruction it is paralleled by caskets 
in Stuttgart and Troyes (cat no, 141); while 
the busts within acanthus-scroll medallions 
are similar to those on a casketr fragment 
with saints in Bologna.* Also novel is the 
cvidence ot multiple styles of carving on a 
single object. The lid exhibits a sketchy but 
precise technique, while the sides — except fur 
the right one — contain figures with raised 
eyebrows whose faces are more textured, 
details also apparent on other tenrh-century 
Fories, such as the Theodore and George 
icon in Venice.* The right side displays a 
third style, which seems to combine aspects 
of the figures on the hd and the other sides. 
Multiple styles characterize the Stuttgart 
Ascenston casket as well as other tenth-century 
1VOrIgs emanating from Constantinople, 
The Koimesis and the Berlin Entry into 
Jerusalem (cat. nos, 9ș, 99) also demon- 
strate a similar approach to carving hair 
and drapery, one that emphasizes painterly 
rather than sculptural linear surface etțects. 
All may have origanated in the same workshop. 

ELL 
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79. Triptych Icon with the Deesis and 


Saints 


Byzancine țLonstaneinople), erh-1h century 
Dar, parcially paintecl aud pulided at a later care 
25,2 33 CM (Oe X 13 IN.) 9pen 

INSCRIBED: Multiple inscripticus identileing the 


figures; see Cialdschrudt and Weizmann 1934. 


CONDITIONS: Some areas are damaged; he upper 
border of the center panel, the background behind 

Uhrist, and the Yirgir's right arm are replacemers; 
the linges, guding, arid painting arc nat Fizantirve, 


Museo Sacru della Biblioteca Apostolica, Vatican 
City (2qq) 


The present rriprych is the second of three 
related ivory icons depicting, the Deesis (the 
others are a triptych in the Palazzo Venezia, 
Rome, 95c, and the Harbaville Triptych 
(cat. no. 80). It is the largest ot the three 
ani the richest in decoration, and it con- 
tains the greatest number of saints. 

Like the other two, this tripych, when 
open, has to main registers. Here, however, 
a central band of medallions separates the 
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rcgisters, a feature present only on the wings 
of the Harbaville Triptrych. Scated on a rich- 
Iy carved and jeweled throne, Christ raises 
his hand in blessing. He is flanked by the 
Virgin and Saint Jobn the Baptist, the most 
important intercessors tor humanity. In the 
lower register are Saint Jarnes the Careat, Saint 
John the Theolopgian, Saint Peter in the cen- 
ter, Saint Paul, and Sanz Andrew. Saints John 
and Paul hold cexlices, alluding; to their writ- 
ings. Peter points his right index finger 
toward Christ above, drawing vlewers Intro 
the scene in which they are to participate, 
This gesture is not present in the earlier Palazzo 
Venezia triprych but is found on the Harbaville 
Tripeych. Five additional saints are placed in 
the medallions above. 

Military saints are depicted in the rop 
registers of the interior wings. Lhey wear 
mail cuirasses and have swords and spears, 
and the rwo Saints Theodore (leron and 
Stratelates) hold their shields next to them. 
In the register below stand the martyrs 
dressed in the courtier's chlamys and hold- 
ing, smail crosses. In the medallions are 
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Saint Merkourios, Saint Stephen, Saint 
Panteleimon, anl Sant Menas. The outside ot 
the wings has the same register arrangerment, 
Six Church Fathers, rwo on each of the top 
rows and qne at the bottom, stând together 
with a martyr. In the medallions are the med- 
ical saințs. The nwo martyrs Saint Severianos 
and Saint Agathonikos, rarely encountered 
saints, are also found in the Palazzo Venezia 
triptych. It has been sugpested that these may 
have been the patron saints ot the church to 
which Constantine VII Porphyrogennetos 
(r. 45-59) gave the Palazzo Venezia triptych. 
We cannot say what their specific role vas 
in the Vatican triptych, except to note that 
this triprych was a copy în its basic concep- 
tion and layout. In the Harbavalle, the third in 
the production sequence, Saint Agarhorikos 
has been replaced by Saint James the Persian, 
another rarely seen figure. 

The back of the Vatican triptych 15 deco- 
rated vrith a tall jeweled cross set in a sym- 
metrical vine-scrall field that covers the whole 
panel, Exotic birds în pairs inhabit the 
scrolls, alternaung with pairs of elaborate 
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palmettes. It is a work of masterful ornamen- 
tal carving. 

When the carving technicue, style, iconog- 
raphy, and general compoşition of the three 
rriptychs are compared, the Vatican piece 
appears to be the second in the series, since 
it has elements copied from the first and 
newly created elements that are in turn 
copied in the third. Srylistically, is figures 
retain some Of the volume and plasticity 
of che Palazzo Venezia triptych. However, 
iconographically, some changes have oc- 
curred, the most important of which 15 the 
more pronounced military dress of some of 
the solider saints, Such variations are a fac- 
tor in dating this triptych after the mid- 
tenth century, the date of the Palazzo Venezia 
piece, but before rhe mid-eleventh century, 
țhe date of the Harbaville Triptych. 

1K 


1. Oikonomides, “Holy War 1995, pp. 71, 77. 
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80. The Harbaville Triptych 


Byzanrine (tonstantinople), mid: 1th century 
Ivory 

24.2 X 28 Cm [şt XI in] open 

INSCRIBED: Mulhiple inscriptions idenrifping the 
figures; see Goidschnudr and Weuzmann 1934. 


Musce du Louvre, Deparernent des Objets d'Art, 
Paris, France (OA 3247) 


The Harbaville Iriptych is one of the inost 
splendicl Byzantine ivorv carvings. A very 
luxunous private icon for personal devatian, 
it is thought to have had imperial associa- 
tionș. Both sides at its panels are carved 
with the same fine workmanship. When the 
trptych is closed, the exterior wings display 
four pairs of standing saints and Two pairs 
of saints within medallions. When open, the 
same arrangement of six saints, four stand- 
ing, and po in medallions, is found on che 
inner sides of the wings. The center panel, 
equal in widih ro the two wings but thicker 
and carved in higher relief, 1s also divided 
inito twa registers. The upper level contains 
a represeniation of the Deesis — Christ 
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enthroned, flanked by the Virgin and Saint 
John the Baptist, who act as intercessors far 
humanity, Christ hokds a Gospel book in his 
left hand and blesses wirh his righr. Two 
medallions with busts of angels are above 
the throne, John the Baptist and the Virgin 
ralse their hands in intercession to Christ. În 
the upper border are busts of the prophets 
Jeremuah, Elijah, and Isaizh. Below the cen- 
ter decorative band stand Saint James the 
Great, Saint John the Theologian, Saint 
Peter, Saint Paul, and Saint Andrew. Peter's 
finger draws attenmon ta Christ, as does the 
position of his left arma, which echoes that 
of Christ. The names of the saints are incised 
next to their heads. 

A tall cross carved in low relief appears on 
the back of the center panel. Its center and 
the ends of itș arms are decorated with ros- 
ettes. Ivo cypress trees fiank the cross; a 
grapevine encircles the one at the left, and 
ivy the one at the right. Below, vegetation 
of all types is inhabited by a variety of ani- 
mals— birds, a fox, and even a lion. Above, 
twenty-four stars surround the cross, which 





20. Back 


is flanked by the inscription I[HCO& |C 
X [ILCTO|C NIKA (Jesus Christ conquers) 
In raised letters, 

The composition and arrangement ot thus 
Deeş:s are based on a tenth-century trptych 
(Palazzo Venezia, Rome), most likely made 
tor Constantine VII Porphyrogennetos 
(r. 945-59).' The Harbaville Triprych is a 
copy in the medieval sense — that is, there 
are changes in style and iconography that 
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reflect the penod în which it was created 
and the patron for whom Lt was made. The 
two works show a chiferent approach to car- 
ing human figures, In the Harbaville Triprych 
the figures retain the siatuesque quality of 
the earlier piece, bur a restrained plasticity 
alse contributes to their controlled elegance, 
The bodies are flatrened and their propor- 
tions clongated; garments are freed from 
the multiple creases typical of the tenth century, 
and folds are flat with sharp, straight edges. 

Iconographic elements rhat place rhis 
Ivory in the eleventh century include the 
medallions with busts of saints on the trip- 
tych's inner wings (left: Saint Merkourios 
and Saint Thomas; night: Saint Philip and 
Saint Panteleimon); such medallions first 
appear en icons ii the eleventh centuy, often 
on frames conceptually sumilar to these wings. 
Another element :s the change from tenth- 
ta eleventh-century style in the dress and 
attributes ot the military saints in the upper 
regaster of the wings (Saints Theodore Teran 
and Theodore Strarelates, George, and 
Eustathios): under their mantles they now 
wear heavier apparel— cuirass and short 
leather skirr—and each holds a spear and a 
sword rather than a martyr's cross, The mar- 
ryrs below (left: Saint Eustralios and Saint 
Arethas; night: Saint Demetrios and Saint 
Prokopios) wear a courtier's costume — the 
chlamys with a zabizar at the chest— more 
commonly worn by martyrs in earlier depic- 
tions. The use of this garb does not, however, 
mean that the piece should be dated earlier — 
the chlamys was seen in representations of 
saints throughout the cenruries, especially în 
works that are related to the imperial court, 
La this triptych it is worn by those who were 
connected with the court, for example, Saints 
Demetrios and Prokopios. Interestingly, 
Saint Arethas also wears it, although he was 
a churchman. L.ike rhe apostles 1n the bot- 
tom center panel, these couruers stand on a 
dais, in contrast to the military saints above 
and to the figures of the earlier Palazzo 
Venezia uiptych. Closelv related works are the 
Romanos and Eudokua plague (see ilus. on 
p. 500), the panel of Chnst Enthroned for- 
merly in the Hirsch collection, and the pan- 
els with pairs of apostles in Vienna, Venice, 
and Dresden (cat. nos. B9A,B, 90). 

Here different groups of saints assist in the 
Deesis. After John the Bapuist and the Virgan 
come the apostles and then the martyrs and 
military saints. On the exterior there are a large 
number of Church Fathers, the Miracle- 
Workers, as if to emphasize that Christ 
could be reached only through the Church. 
Additional bishops, aposties, and the med- 


1cal saints are represented in the medallions, 


The martyrs Saints Severianos and James 
the Persian stand at the bottom center of the 
exterior wings. Neither :s often encountered, 
bur Saint Severianos occupies the same 
position on the Palazzo Yenezia tr:ptych. It 
has recently been suggested that this saint 
and his companion, Saint Agathonikos, may 
have been patron saints of the church ta 
wich Constantine VII Porphyrogennetos 
gave the Palazzo Venezia triptych.* The two 
martyrs on the Harbawille Tniptych are nota 
direct cop, since one af them îs Saint James 
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the Persian, 'Lhe significance of this clearly 
intentional change remains unknown. 


Ik 


1. Goldschmrdt and Weizmann 1934, Ob. 2, p. 33 
NO. 3ra-f. 
2. Cikancrmruces, “Hole War 1ags, pp. 71, 97. 


LITERATURE: Golkdschmidt and Wetzmann 1934, 
vol. 2, pp. 34-35. no. 33a,b; Kalayrezou-Maxeiner 
1977, pp. 3407-25; Paris. Byzenie, 1902, DO. Lp, 
Cutler 1994, pp. 21, 221, 248; Oikonemudes, “Hohe 
War [99$, PD. 71, 77, 


81, Icon with Saint Demetrios 


Byzantine, second half of 1oth century 

Tar 

19.6 X 12.2 X 1 CM (74 X 4 Xa ini 
INSCRIBEL: On either side otthe head, 0 4 
AHMH/TPHOC (Saint Demerr105) 


PACvERANHCE: Farmer mm the collecricus af the 
cormte dle Bastari, Paris, and Etast Katfler, Lucerne. 


The Metropohtan Museum ot Art, New York, N.Y. 
The Cloisters Cllection. 1976 11970.324.3) 


The military sant, set within a deep frame, 
15 dressed in armored splenslor in a costume 
that includes a chlamvys as well as a cuirass, 
shield, and spear (now broken). Ihe Early 
Christian martyr Demetrios is the patron 
saint of both Thessalonike and the Constan- 
tinopolitan Church. The present panel 15 
one of the few vory ex-votos from the Mid- 
die Byzantine period (the image is known 
also from a series ot steatite carvings), The 
soldier of Chrişt is closely retated to another 
Middle Byzantine ivory— a smaller relief in 
Venice, also set inside a deep trame, which 
depicts Saints Theodore and George, wirh 
whom the Cloisters Demetrios has in com- 
mon certain features af costume and stance. 
Artistically, the New York figure îs extremely 
stylized and carved in lugh relef, with some 
areas, such as the arms, deepl undercut. Lhe 
power ot this military umage îs also enhanced 
by the fipure's pose and the way he dominates 
the space, almost overihelming, it; indeed, 
the halo and the ends of the spear are carved 
into the frame. Because the locus of the cult 
ot Demetrios is Thessalonike, the ivory may 
have been intended for that city? 

The area between Demetrios's fcer was 
deliberately cut away, which sugpests a change 
in function for the plaque. Instally, it prob- 
ably was mounted as part ot a series of saints, 
like those in Yemce, for which the four holes 
in the corners would have been urilized. Later, 
the panel appears to have been modified to 
serve as a portable icon placed atop a pole 
during processions on the saint's feast day, 
Other icons have the same cared-out area 
on tie frame where a clamp was inserted To 
enable it ro be carricd; onc example îs the 
telfth-century icon with the Virgin and 
the dead Christ from Kastoria, Greece 
(cat. no. 72), CTL 


1. Goldschiudt and Weizmann 18234, vol. 2, na, 20. 
2. Florster 1937, p. 4ă. 
3. Sec Yikan, in Baltimore 1955, no, Ş. 


LITERATURE: Lenormant 1838. pr. 2, pl. XXII, 
Horster 1357, pp. 33-51: Schnitzer et al. 13&q, no. 57; 
Frazer 1690; Cutler î9e4, pp. și., fips. 126, 130. 


EXHIBITION: Leningrad [Saint Perershurg] 1990, 
NO, T2. 
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82. Icon with the Deesis 


Byzanţine (t_cmstantinaple?), mid- to late 10th 
CENȚUTY 

Teery 

15.6 % [3 Cin (la x Se In.) 

CONDITION: Ihere is extensive loss on the 
canopy, and îhe right hand ot the Virgin 1s missing, 


PFROYERAHCE: Formerly ini the colleciions oi 
Dunllon, Lyons, and Chalandon, Paris; acquired by 
]. Pierpont Morgan, New iork, 


The Merrapolizan Museum cf Art, Dew York, N.Y. 
Latt at ]. Pierpont Wlorgan, 1017 (17.590.143) 


A nimbed Chnst holding a Gospel book in 
his left hand and making a gesture of bene- 
diction with lus right stânds on a footstool ke 
an tmperur (see cat. n05. 137, 144, 147f,). k). 
Over hus head, beside the remnants of an 
elaborately carved canopy, appear two 
archangels, both wearing the imperial feros; 
the archangels serve as symbols of Chrst's 
role as ruler of the Heavenly Jerusalem. 
Flanking, Christ are the Virgin and John the 
Bapust with their hands raised in the Byzan- 
tine gesture of prayer, both peritioning, him 
and presenung him to the fzithful. Like a 
Deesis plaque in Tskhinvali, Georgia, this 
icon was most likely che center panel of a 
rriprych used for personal devotion.! It 
may have been transporte to the West and 
used as the cover for a Gospel book, as the 


holes in the upper and lower margins suggest. 
The most famous example of a Deesis ivory 
put ta such a usc is the cover of the “Precious” 
Gospel of the great early-eleventh-century 
German prelate Bernward of Hildesheim 
(cat. no. 305). Ihrough such reuse the Deesis, 
an image developed during the Middle 
Byzantine centuries, reached far beyand the 
borders of Byzantiuin. Yule originally the 
Virgin and John the Baptist were shown as 
the first witnesses to Christ's drvinity, they 
increasingly came to be seen as intercessors 
on behalf of humanity before the enthroned 
Christ.? Abbreviated Deesis compositions 
are tound on the faces of many processional 
CrO$se5 (see cat, NOS, 23-27), 

On this ivory the figures, especially the 
hands and feet, are subrly carved, with 
exceptionally graceful drapery folds falling 
to the fect of John the Baptist. It is mppical 
n Byzantine art for characterisțic details on 
representations ot holy authority to appear 
in clifferent media. The four mimature drill 
holes that here form a cross on the Virgin's 
maphorion are like those found on monu- 
mental depicrions (see cât, Nos. 11, 291). 
Adolph Goklschmidt and Kurt Weitzmann 
idenrified 1he ivory as part of the Tripoych 
Group, dating it to the end of the tenth 
century. Anthony Cutler assocrates ît with 
the hand of a master whom he identifies as 
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also having carved the Coronation 1vory in 
the Pushkin (cat. no. 139), and the Deesis 
triptych in Tskhinvali, Georgia, thus dating 
It to the mid-tenth century.* 

HCE 


1. Goldsrhmidt and Weizmann 1934. vol. 2, p. 66, 
no. 152, fig. 3c; Cutler 1994, pp. 76, 131, fig. 145. 

2. ODB, val. 1, PB. 599-600. 

3. Goldschmidt and Weizmann 1934, val. 2, p. 66, 
NO. 154. 

4. Cutler 1004, PP. 19507, 203, 


LITERATURE: Goldschimidr and Weizmann 1834, 
val, 2, na. 152: Cutler 1904. 


EXHIBITION: Las Angeles 1970, 00, 26 


13. Two Icons with Christ 
Pantokrator 


A. Plaque from a Book Cover 
Byzanure, end of arh century 
Teary 

[3-6 X 9.6 cm (5% X 34 in.) 


PRLOFENANCE: Acquired trom rhe monasteri a 
Reshenau, 


The Syndics of the Furzvailliam Museum, Cambridge, 
England (Deparrmenr ot Applied Arts M.13-1904) 


B. Plaque from a Triptych 
Byzanune, end of soth century 
Ivory 

12.8 %X 11.4 Cm (3 x qi in.) 


34 
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PROEX ANCE: Acquired in 128 From the Pierre 
Bevcul colectie. 


Wlusce du Lower, Departement des Obţecrs c'ârt, 
Tans, France îMRR 421) 


Appropriating a subject normal! reserved 
for monumental dome decoration, these 
1vory plaques depict Christ Pantokrator 
(all-sovere:gn). He appears half length, in 
frontal vicw, holding a book wirh an orna- 
mented cover in his left hand and giving a 
sign ot blessing witk his gh. His long hair 
falis over his left shaulder, and he is beard- 
ed. Behind him is a cross decorated with the 
sarme pearled checkerboard pattern as thar 
on the book cover. 

The Fitzwalliam and Louvre mwories share 
certain: details of composition that link them 
closely. In both examples Christs right arm 
15 placed in the sling of his mantle with the 
hand raised so chat the contour of the arm 
15 broken. This representation distinguishes 
the Fitzunlham and Louvre ivories, along 
with a similar example in the Hermitage, 
from the ather five wwories of the so-called 
Pantokrator type,* Assigned by Adolph 
Goldschimidt and Kurt Weitzmann to the 
Nikephoros Group, these ivaries display 
close stylistic afhnities that have been re- 
affirmed by Anthony Cutler, who artributes 
chem to the same artist.? The iconographic 
and stylisuc similarities between these three 
ories, whether the result of their execution 
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by a single workshap or a single artist, attest 
to the standardization of ivory production 
in the Middle Byzantine period. 

Whale the Fitzwilliam iwory was later 
incorporated into ther cover of a tenth-cen- 
tury Ottonian manuscript, both Pantokrator 
plaques originally functioned as the center 
panels of triprychs, as indicated by the pin- 
holes on the upper and lower corncrs.* The 
wings of the triptych perhaps contained 
standing figures of saints or, in a Deesis 
composition, the figures of the Virgin and 
John the Baptist.” The triptychs were most 
likely used for private devotion. 

ST 


1. Goldschmidt and Weizmann 1934, vol, 2, p. 65, 
DO. 147. 

2. Tbic., 70. 2, pp. 5334, 5. Fa, p. 65, NOR. 14fi—49. 

3. Cutler 1994, pp. 1-6. 

4. În uts later use as a book cover an addinonal pin- 
hole ras added in the middle of he upper edpe, 
he upper and lorer ecges were acdornedd warh a 
palmerte tnieze, and che corners were rounded and 
the side edpes cur off. 

ş. Fara comparative cxample, sce Loldschmidt and 
Weizmann 1934, voi, 2, p. $3, n0. 9za,b. 


LITERATURE: Dalton, Firzeezitiaa Muse, 1912. 
p. 56, na. 37; Goldschrudt and Wenzmann 1934, 
vol. 2, p. 6, na. 14%; Cutler 1994, pp. 1b3-6ş. 


ExXHIBITIONS: (A) London 1923, no. 6 Exhnburgh 
1955, no. 6;; Landon, Byzantium, 1994, NO. 154. 
(2) Paris 1931, no, 124; Paris, Byzancz, 1902, na. 163, 
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84. Triptych with the Virgin 
Hodegetria and Saints 


Byzantine |Constanrinople), second hat of 

roth centurv 

Tory with traces ot polvchromy 

Center panel: 12.1 % 1. X 0.8 CO (apa ae Xa i.) 
wINg5: 10.5 X 5.6 x 0.3 cm [qi % 25 x eu.) 


CANDITION: There are vertical cracks in the center 
panel, swith parts of urs openvark broken away, Its 
lower frame îs trimrmned and chipped at che left, the 
vings are trimmed at the bottarn and chippei ar the 
corners, the frants are much abraded or planed, espe- 
cially an the rerminal circles af the crossarms. 


PROVENANCE: [n 1867, git ot Henry [], shop of 
Passau, te the pilgnmage church of Alcicrin în Bavaria; 
purchased in Paris trom Icon aul Srrut ini Taz. 


Walters Art Gallery, Baltimore, Mid. (70.155) 


The center panel of this hand-sized triprych 
presents the Virgin in half length holding 
the Christ Chuld and gesturing toward him 
with her right hand—a type known as the 
Hodegetria. The figures appear benearh an 
openwork canopy supported by Corinthian 
columns wih spiral fluting.! The wings 
show saints in two registers: bust length 
above and full length below. No names are 
inscribed, but according, to Richard Randall 
they may be idenritied as Demetrios (lower 
left) with Prukopios above, and George 
(lower right) mnrh Nicholas above.” On the 
fronts ot the wings are crosses with central 
and terminal cireles, 

Stylisticaily, rhe figures may be associated 
with the classicizing movement of the tenth 
century, the so-called Macedonian renais- 
sance, of which the delicate carving of fea- 


tures and details, the ant:quc-inspired 
proportions, and the modeling ot the drap- 
ery are characteristic. Randall attr:butes 
them to the Nikephoros Group.” The Virgin 
Hodegetria, in its monumental scale and 
three-dimensionality, îs in marked contrast 
to the saints in the wings; her right arm 
overlaps the framing column, and her head 
abuts the loser edge at the canopy, benearh 
which part ot her halo is hidden, so that the 
fiaure appears to project beyond the frontal 
plane into the wewers space. The iconograph- 
Ic type :s encountereil in twenty-five sumnilar 
and related works, many with openwork 
canopies and spiral columas,* suggestinig, a 
moxlel, perhaps also in 1vory. 

An unexplored feature of this 1vory 18 its 
original color scheme, for it has been shown 
that Byzantine ories were consistently 
painted.? As with most 1vorles it 15 only 
through close visual or microscopic obser- 
vation that pigment traces can be detected. 
Here, pinkish red and gold flecks are present 
in the drilled holes of the canapv, green 
crystals on the ground belund the Yirgin 
and. on the necking, ot the leit capital, red 
crystals an parts of the surface, and gold on 
the ground to the right of the Cluld's halo. 
These minute traces of pigment cn an object 
ostensibly white and apparentiy unpainted 
inchicate that at one time it was brightly 
painted (see cat. nos. gă, 152). The triptyeh 
would thus have resembled in overall appear- 
ance, for example, the small halt-length 
Hoadegerna icon of the erghrh to the ninth 
century— the center panel of a triptpch — 





preserved at the Monastery at Saint 
Catherine an Mount Sinai.€ CC 


1. Croldschmidr and Weizmann 1934, vol. 2, ne. %q, 
Randall 1găş, p. 20, colorpl. şz. 

2. Ranidall 1g8ș, p. 120. 

3. Ibud, 

4. Cutler 1994, pp. 17484. 

ș. Connor, The Coter af Ivory (forheamiuing). 

a, Weizmann 1976, v0l, 1, p. 67, B-40. 


LITERATURE: toldschmidt and Weizmann 1934. 
val, 2, na. 54; Weltzmanni Ta76, val. 1, p. 67, B+; 
Ranidall rgâs, p. 120; E miber 194, pp. 74-84, 
Connor, The Caler af Ivery (fortheoming ). 


ExXHIEBITIGNS: Baltimore 1947, o. 124; Arhenis 
1964, NO. d. 


85, Icon vith the Virgin and Child 


Eyzanrine (Constantinople:;, ru orh-uth century 
Ivorp 
23.3 X 7-2Ccm(g% x 24 1n.) 


CoNDITION: The halos and some ot the drapene 
on the Yirgin's left side were lost when the figure was 
cut fram its ivory plagque; a rectangular cavity 18 cut 
out cf the back; an apening in the base was probably 
used to mount the statuerte. 


TROYVENANCE: In the posscsșion of Durighello, 
a Greek collector; beuphr by Raphael Şrora from 
Durighello short betore World ar 1 and pur- 
chased by ]. Pierpont Morgan almosr ummediarely 
thereafter; gift of 7. Picrpont Morgan te The 
Metropolitan hhuseum Of Art, 917. 


The Bictropalitan Muscum at Art, New York, NY. 
Gift at ]. Picrpont Morgan, 1017 (17.190.103) 
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This figure of the Virgin and Child, like the 
one in Utrecht (cat. no. 86) to which it îs 
closely related stylistically and iconopraphi- 
cally, i5 among the most exceptional Middle 
Byzantine ivory cartings to survive. Although 
the Metropolitan Nluseum's Virgin and Child 
is now in the form of a statuete, ir onginally 
appeared against an ivory ground, as does 
the Virgin in the Utrecht work. A small frag- 
ment of ivory bevaeen the Virgin and the 
head of the Child and another în the vicinity 
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ot the Virgan's left hand corroborate that the 
figures were disengaged trom a plaque.! 

Thus, the present Virgan and Chuld func- 
tioncă inirially as an :vory icon that perhaps 
formed part ot a triptych used for private 
devation. The Metropolitan's vory, with 
the Virgin supporting the Christ Child in 
her leit arm and pointing to him with her 
righe hand, is of che type commonhy referred 
to as the Hodeperna (she who points the 
way). [he designacon did not, however, 
originare from the gesture of the Virgin but 
rather from the famous ican ot the Virgin 
housed in the Hodegon Monastery in 
Constanrinople, which took its name from 
the monks who led bhnd pilgrims to a murac- 
ulous spring that was said to be able to 
restore sight.” According ro tradiion, the 
icon of the Hodegecria was an actual por- 
crait of the Virgin and Child painted by Saint 
Luke, which, in rhe fitth century, was sent 
iron: Jerusalem to the emopress Pulcheria in 
Constantinuple by her sister-in-law che 
empress Arhenais-Eudokia.* 'Lhe icon of the 
Virgin Hodegetrra served as the palladium 
of Constantinople and thus was placed on 
the city walls during sieges; on special occa- 
sions Lt was carried in processions through 
the streets.* 

As the related ivories in the Metropolitan 
Museum, in Utrecht, and those in Liege and 
Hamburg” inchcate, the mype of the Virgani 
Hodegetria was perpetuated faithfully from 
work to work, thereby embracing, the mystical 
prapertes of the protorype. The Metropolitan's 
Virgin and (_huld also may have possessed 
further miracle-working powers resulting 
from the statuette's function as a reliquary. 
A rectangular compartiment, formerly cov- 
ered with a metal plate, was cut out of the 
back of the figure, probably to house a relic 
in some way associatexl with the Virgin. Such 
a suggestion is supported by evidence trom 
the twelfth century onwarid of the existence 
of icons that also functioned as reliquaries, 
For example, the inventory of the Monastery 
of Saint John the Theologian on Patmos 
from the year 1200 hsts a diprych bearing 
portraits of the saints whose relics it con- 
tains.” The Metropolitar's Virgin Hocegetria, 
banh as a copy of a well-knowm muiracle-mork- 
ing icon of the Virgin and as a reliquary, 
served its owner as a most effective channel 
ot communication with the Mother of God, 
the primar mediator bermeen humanity 
and Christ. 
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3. Croldechriudt and Wetzmann 1934, val. 2, p. 40, 
NA. 47. 
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LITERATURE: (Graf 1800, p. 22, N0. 162, pl. YI, 
Molumer 1&g6, p. ror; Breck roza, p. 14; Mullken 
1822, pp. 17-20; Dreck and Rogers 1a2ș, p. 48; 
Lengharst 127, pt. 1, PP. 4-42, pl. XIX; broldscturnicde 
and Weitzmann 1934, vol. 2, p. 42, no, 48, pl, XX; 
C-asson 1335, PP: 18487; Peirec and Iyler, free 
Byzantine Vers, 1941, PP. 13-18, ÎS, 3 43 VYCICZTDANII, 
“Byzantine Art; 1947, p. 404; Borchgravc d'Alrcna 
936, pp. 133-424, Ilich! 19ș7, p. 278; Marar 1037, 

p. 30; Little and Husband rg$7, p. 43, no. 42; Cutler 


1004, PP. 32, 131, Ig. 30. 


ExHIBITIUNS: Baltimore Lo47, no. 125; Hartfard 
1960, 0, 10; Athens 1964, N0. 63. 


86, Panel with the Virgin FHodegetria 
Bsyzanune (tonstantinople?, mad-iorh-uth centurt 
I+or 

25.6 % 13.6 CI (104 x 5% în.) 

INSCRIBED: MP/EY (Mother of God) 


COoNRITIGN : The original side VEINBS art lost. 


[ROYENANCE: Crom a church in Rotterdam; 
formerly in the collection ot A. [, Schacprnan, 
archiushap at Utrecht. 


Museum C-arharijneconvent, Utrecht, Nerherlanids 
(ABM bi. 751) 


The Utrecht Virgin is widely recognized as 
the finest and best-preserved example of the 
Hodegetria type among extant Middle 
Byzantine ivory carvings. The statuesque 
quality and elongated proportions of the 
îigure, as well as the smoothness and softness 
ot the carving, associate this work with those 
in the Romanos Group, namexl after the ivory 
plaque in the Bibliotheque Nationale, Pans, 
that depicts Christ crownung the emperor 
Romanos I! (e. 959—63) and che empress 
Eudokia (see illus. on p. oo). "The date ot the 
Romanos ivories and the soylistic afhnities 
among the objects in this group have been 
called intro quesnon by contemporary schol- 
ars of Byzantine art.? As a result, the Utrecht 
Virgin has been dated to both the mid-tenth 
and the eleventh century. 

Three ivories of the Virgin Hodegetria — 
the staruette in Ihe Metropolitan Museum 
of Art (car. no. 8$), the panel in the Museum 
fiir Kunst und Gewerbe, Hamburg,“ and 
the onc in the Treasury of the Cathedral of 
Saint-Paul, Liege* —revcal ctose parallels 
with the Utrecht Virgin. Of the three, the 


Metropolitan Museurn's Virgin Hodegetria 
is the most similar to the one in Utrecht. 
Fach shows the Virgin standing on a pedesral 
decorated with an arcade, wearing identically 
draped garments, and resting the Christ 
Child on her left hip whule supporting lim 
with her left arm. Slight divergences in the 
execution of the facial features, the treatment 
at the drapery, and the arcadinp ot the pedesrals 
distinguish the two works. On the basis of 
these diiferences ir has been proposed that 
the Metropolitan's Virgin is a copy of the 
ane in Utrecht, carved either during the 
same period or perhaps even over a century 
later. 

Although all tour ivories originally were 
plaques, today only rhe Utrecht and the 
Liege Virgins retain their ivory backgrounds. 
The holes and curtings for hinges in the 
frame of the Utrecht pane! indicare that it 
once formed part ot a triptvch. Flanked by 
no side panels, the Virgin Hodegetria prob- 
ably vas the center of a Deesis composition 
with an iconographic arrangement similar 
to that of the plaque warh the Hodegema at 
Dumbarton Oaks, Washington, D.C., which 
is set between John the Baptist and Saint 
Basil the Great.“ Perhaps the panel with 
Saint John rhe Baptist in the Liverpool 
Museum, which has been attributed to the 
same hand as the Utrecht Virgin, should 
be considered one of the wings of such a 
triprych.” 

The Hodepgetria was the most popular of 
all Byzantine images of the Virgin and was 
wnlespread in the Middle Byzannne penod 
n monumental as ell as in small-scale works 
in all media. It also appears in the artistic 
vocabulary ot the numerous lands that 
appropriated Byzantine culture during, the 
medieval period (see cat. nos. 307, 316, 321, 
331). In the thirteenth century, following 
the Latin occupatien of Constantinople in 
1204, the iconography of the Virgin holding 
the Christ Child in her left arm spread to 
rhe West, where it became a popular subject 
in Gothic art.ă 
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NO. 267; Ess 1, îi. 40, Edinburgh 1958, rio. 


102; Arhenis 1064, no. 63, Brussels 1982, no. Iv, 1&, 
Cologne r98ș, no, G ul, 
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37. Panel with the Enthroned Virgin 
and Child 


Byzanune ((Constantinople?), second halt ct 1oth- 
11th century 

Trey, vth craces ot red lrom che original gulding 
25.5 X 17.5 CI (10 X 5410) 


ÎNSCRIBED (ata lațer date): + BAADSHC e 
N &PTYPOC « AOYTAUIC + [Allones, servant of the 


TI2rtr) 


PROEVEHANCE: Conte Auguste de Bastard, Paris, 
stroganoit collection, Rome, 


The Cleweland hiuscurmm af Art, Cleveland, Ohio. 
Purchase frora the |. H. Wade Fund, 1923 
|25.1293) 


The ivory plaque virh the enthroned Yirgin 
and Child in the Cleveland Museum has 
received much attenuon for the superb qual- 
1ty of its execution and the grandeur and 
simpiicity of its style. It has been designated 
correctly as belonging to the Nikephoras 
Group of ivories! and is listed among, the 
ten best examples to survive from the Middle 
Byzantine peniod.? The closest parallel to the 
Cleveland Virgin and Child is the less accom- 
plished plaque with the same subject în the 
Musce du Petit Palais, Paris. The latter and 
the Crucifuxton panel in the Kestner-Museum, 
Hannover,* are believed to have decorated 
the tront and back covers of a single book. 
There are also stylistic analogies berween the 
Cleveland Virgin and Child and the rory 
icons of rhe Mission to the Apostles and of 
the Crucifixion in the Musee du Louvre, 
Paris (cat. no. 95).* The three iories in Paris 
and the one in Hannover have all been com- 
pared vrith the Coronation 'vory ot the emper- 
or Otto II (rc, 0973-83) and the Byzantine 
empress Ihcophano, a work thought to 
have been made in the West in the Byzantine 
style (cat, no. 337).% While some scholars 
have suggested the possibility of a Western 
provenance for the Paris Virgin and Child 
and the Hannover Crusifimon plaque, the 
stylistic and iconographic features of the 
Cleveland Yirgin and Child identity it as a 
purely Byzantine Work. 

The enrhroned Virgin supporting the Christ 
Emmanucl seared frontally on her lap, as in the 
Cleveland ivory, is the most popular type ot 
representation of the Virgin tound in the sanc- 
ruary apses of Middle Byzantine churches.ă 
Such an image ot the Virgin was unveiled in 
867 in Hagia Sophia in Constantinople to 
mark the end of lconoclasm, the prohmbi- 
ton ok relgous images, which lasted from 
726 to 843. In Byzantine art this Virgin type 
iș associated with the name Nikopoios 
(Yuctory-Maker), The ritle derives from the 
beliet that under the protection of an icon 
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with such an image, Emperor Herakleios 
(r. 610—41) put an end ro the reign of rerrar 
of Emperor Phokas (1, 602-10) and sately 
returned hurme from (Ccarthage to Constan- 
rinople. Whale in Constantinople rhis icon 
Was said to have repelled the assault ot the 
Avars and the Slavs în 626. In 1204 it was 
stolen from the Byzantine capital by the 
Venetians.* According to tradition, the 
Komnenian icon of the enthroned Virgin 
holding, the Christ C.hikil preserved in San 
Marco, Venice, 1s regarded as the original 
icon Of the Virgin Nikopotos.'” 

The representanon of the Virgin Nikopolos 
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on the Cleveland 1vory attests to the consid- 
erabie iconopgraphic interchange Derween 
monumental public images and small-scale 
works intended for private devotion. A 
Byzantine work ot superb quality, the 
Cleveland Virgin and Clhuld or one closely 
akun to it must have served as the inspira- 
ron for the Paris Virgin and Child, which 
may have been produced in the West. 
Together the two wories illustrate one of 
the ways in which Byzanrinc iconography 
became widespread during the Middle 
Byzantine penod. 

OZP 


1. Exoldschmide an Westzmann 1934, rol. 2, p. +a, 
NO. 79, pl. XXII. 

2. Dalton, Byzantine AH, LOL, p. 230, 

3. Goldsclunidt ard Wentzmann 1933, vol. 2, no. Ba. 

4. Ibid., na, 83. 

$. Jbid., ne. gg, oo; see alsc Paris, Breanre, 102, 
na, 158, pp. 2453-46, 

6. See Goldschrmidt and Weuwzruanui va24, val. z, 
no$. &?, 83, 99, 100. For the plague depucting tre 
corenatiari at Ota 1] and Theaphano, see bud, 
na, 85, 

7. Brussels 1pă2, p. 108, 

N. Pen 137, pp. 6—7, 1-12, 

9. Schiller 1966-31, vol. 4, pt. 2, p. 27. 

10 (DH, vol. 3, p. 2176. 


LITERATURE: Didran râs7, p. 262; Bavet 1883, 
Pp. 1892-33, fig, 62; Kraus r896, p. st; Hermanin 
râgă, pp. ş-1a; Munoz rgo7, p. ac, Dalton, Byzantine 
dt, Ig11, p. 230; Pollak and Munoz 1311, *0l. 2, 
pl. cxw1; Pelka 1920, p. 78, fig. 43, Builetin of rhe 
Cleveland Museusu of Art (April 26), p. 73; Diehl 
1926, pp. 6653-66, big. 327; hillken 1926, pp. 27-29; 
Goldschrudt and Weizmann 1334, ol. 2, p. 43, 
no. 79, pl. DOL, Roos 1937, p. 60, pl. a; Weizmann, 
“ Byzanune Art” 1047, B. 404, pl. CVu; Francis 1958, 
pp. 1ca—101; Sulver 1971; Brussels sp8z, rio. 16; Paris, 
Bvzazire, 1992, p. 247. 


EXHIBITIONS: Cleveland, Cleveland Museum of 
Art, 136: Baltimore raq7, NO. 126. 


88. Wing ofa Triptych with the 
Archangel Michael 


Eyzantin: ț4anstantinogie), rith century 
Lrary 

15 X 6 CM (şi % 2% In.) 

PROYENAXCE: Acquired in 1847 from the 


Kăânigliche Kunstkammer, Berlin. 


Staatliche Museen zu Berlin, Museum fir Spătantike 
und Eyzantinische Kunst, Ecriin, German (371) 


Ttus iorș panel of the archangel Michael 
oiters an excellent small-scale paralle! to the 
marble relief ot the archangel (cat. no. 12), 
also from the Museum fir Spătantike und 
Byzantinische Kunst.” The archangel, showu 
standing in frontal view, is dressed in courtly 
atrire, the ioros covered by a chlamys, which 
15 in turn covered with a trapezoidal embroi- 
dered panel known as a zablion. Wairh his 
right hand, open against bis chesi, he makes 
a gesture of blessing, while in his left he 
holds a staff. 

On the back is a single large circle inside 
which are inscnbed five smaller circles 
arranged in the form of a Greek cross, with 
a four-petaled rosette in the center of each. 
Above and below zhe larger circle are incised 


rhe words IC XC NI KA (Jesus Christ con- 
quers). The iconographic meaning, of the 
panel 1s disclosed when the two sides are 
viewed in relation to each other: the archangel 
on the front, dressed in garb worn by the 
emperor on important ecclesiastical occa- 
SIons, guards the cross on the back, which 
proclams Chnst's victor. 

Stylisticaliy the panel is closely related to 
an 2vart in the Musce du Louvre that depicts 
Saint Theodore.” The decorative patterns on 
the reverse sides ot both ivories are quite 
similar, and both share a firmly recrilinear 
drapery treatment, They have been assigned 
by Adolph Goldschmidt and Kurt Weizmann 


ro the Romanos Group. 


The panel once formed the left wing of a 
tiptech. The right wing most likely showed 
the archangel Gabriel, the center panel a 
representatiori of either Christ or the Virgin. 

ST 





1. Ettenberger and Severin 1992, nos, 146. 147, 
Pp. 2456-47. 

2, Loldschmisdt and Weitzmann 1934, Y0l. 2, p. 47, 
TU. Zap. 

3. Lbid., p. 42, no. s72,b, p. 47, na. 74a,b. 


LITERATURE: Voăpe I9CO, pp. 2-14, 00. 17; 
“olhach 123, vol. 1, p. 12: Casei aud Veetzmarui 
1934, vol. 2, p. 42, no. ş7a.b; Fifenberger and Severin 
1992, p. 224, 11. 129. 


ExHIBITIO*S: Paris roz, no. 7: Munich 1947, 
no, 24, Falinbureh 1958, nm, 116; Athens 1g&q, N. 74 


39, Two Icons with Portraits of 
Apostles 


A. Saint Andrew and Saint Perer 

Erzantine ((_anstantinapie;, nth centuri 

[sar 

24.6 X 13.5 CT (0 1 şa 1, 

ÎNSCRIBED: Cn either side ct ele saints heads, 

O ATIOC AMAPEAC (Baint Andrew), O ACIOC 
NETPOC (Saint Peter); acrass the tap, tao lines ci 
dodecasyltabc verse in high relict, OC AYTAAEAPOI 
MYCTUAERTAL TU ANU SEAUOITE AYTPOA 
AECIOTH KUINCTANTIU) LĂs brothers knel- 
cdgcable about the diinc mysterics ci the world 
abowc, may yenu prve relict tu the emperor Constante ) 


Kunsthistorisches Museum Wien, bunstkammet, 
Vienna, Austria (8146) 


This zvory plaque depiets the aposties Saint 
Andrew and Sainr Peter standing frontally, 
holding scrolis and making a gesture of 
blessing, They stand on a dais that 15 deco- 
rated with a carved colonnade of thin dou- 
ble colonnettes and horseshoe arches. Thus 
element fincis its closest parallel in the pres 
ent plaque's companion plece in Venice 
(cat. no. 898). The monumental figures of 
the apostles fill the entire surface of the 
plaque. 

According to Matthew 4:18, Andrew and 
Peter “ere brothers. Both hold scrolls, in 
contrast to the (xoaspel books that, as actual 
authors, John and Paul hold m related plagues 
n Venice and Dresden (cat. nos. 89B, 90). 
he drapery style, nth its dense sstem of 
folds, 1s closer to that of the Venice icon 
chan ro rhat at the Dresden piece. In all 
three ivories the figure on the left is depicted 
in a more frontal stance and with less move- 
ment than the Hgure on the right, whose 
body is more turned and whose right leg, is 
emphasized, 

Thus ivory plague îs closely related to the 
one in Venice (car. no. $9R), and both werc 
part ot a set that formed a Deesis for an 
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emperor Constantine. An additional plaque 
of an enthroncd Christ, unnoticed until 
recently, should be added ta this Deesis 
ensemble (see cat. NOs$, 8gB and 90 for infor- 
marion an this piece, formerly in the Hirsch 
collection). 


B. Saint John the Theologian and Saint Paul 
Byzantnt (Constantinople), th century 

Leon 

24.5 £ 13.1 CN (94 34 1.) 


INSCRIBED: (On enther sade ol the satruls heads, O A 
HVANRHC Q BEOADTOC (Saint John the Theclogian), 
O ATIEH MAYAOC (Saint Pauli); across the top, 
CKEYEUH OEUOTPUUN CYTAAAAEL LUP ILAPBENUL 
BA ABHI: CKEINELGAL AECIIOTHR KRUUNCTATISUN 
i The instrument ot (acid | Paul] speaks rogether 
THE GLORY 
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with che chaste man [John the Theologian] so that 
the cmperor Constantine be protected from harm:) 


Musea Archealogica, Yenue, ltaly (taemme e 
Avari 19) 


This ivory plaque depicts Saint John the 
'Theologian and Saint Paul standing frontal 
anl holding Gospel books. They stand on a 
dais decorated with a carved culunnade of 
thin double colonnertes and horseshoc arehes. 
The surtace ot the dais is tilted upward, and 
therefore the saints” feet are seen as if from 
the top, while their bodics are parallel to 
the picture plane and background. The tall, 
elongated figures have an imposing monu- 
mentality. Paul îs especially impresstwe, stand- 
ing, in contrapposto with his right leg slightly 
forward and his head a bit back, In contrast 
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John presents himself in a contained trontality 
as he holds the trospel book with both 
hands. he unusually draped end ot Paul's 
mantle, which sweeps down trom his right 
shoulder across his chest and over his iett 
arm, may have been invented by the crafts- 
man to create a thicker and thus sturdier 
section to offset a daw in the Lvory visible 
only from the back.” Lhe Gsospei book, held 
in an almost horizontal position underneath 
the fold, adds turther support to the plaque. 
Tlus playful and unuzual gesture, together 
with the sweeping told ot Paul's mantie, 15 
in agreement with the slighily mannered 
figural style of these reliefs, The piece has the 
same subject matter and inscnption 35 a plaque 
in Dresden (cat. no. yo). There are, however, 
several iconographic diticrences bereen 
thern. Although the same apostles appear in 


the same places on the icons, they have dif- 
ferent poses, and on the Venice icon john's 
facial type 15 similar to that ot Paul. The 
carving styles at both plaqucs are related. 
The mult:ple pleats ot the garments seem 
to be pressed flat against che saints” bodies; 
the folds are neat and cnsp. 

The Yemce piece is, however, even closer 
in terms Of carving style to a panel în Vienna 
(car, no, 894), They share such details as the 
dais's carved arcade, the form of which 15 
shghrly different on the Dresden piece, Both 
the Yenice and Yienna pieces also have an 
incised line in the rehef letters of the insecrip- 
tion that 1s not found in the Dresden mory. 
Overall they seem to be part of the same 
original set, forming a D)ecsis with an 1vory 
panel ot an enthroned Chnst formerly in the 
Hirsch collection in Switzerland? săluch has 
a similar cârving, techmque and appropriate 
measurements (see cat. no. 90 fora further 
discussion of that plaque). 

IK 


1. See che photograph in iutler rog, p. 48, iz. 4. 
3. Goldschmidt and Weirzmann 1924, vol. 2, p. qi, 
NO. $4, 


LIȚERATUERE: țA!: Goldschmicdt and Weizmann 
1934. VOL, 2, p- 3, N0, 4, Cutler Too, DB. 125, 132. 
(E): Croldechmuidr and VW eitzmann 1934, val, 2, p. 3, 
no. 43, Cutler 1994, p. 48, fig. 49. 


ExHIBITLONS: (A) Yicuna 1977, 0, 22. (B) Venice 
I074, DO. 24. 


90. Icon with Saint John the 
Theologian and Saint Paul 


Bvzantine (Constantinople), aith centaur 
Icar 
24.5 X 12.9 CM (3% i in.) 


INSCRIBERD: On either side ot the saints” heads, 
O A HUANMEC O BEOAOTOC Saint John the 
Theologiani, O ACIOC NAYAGC Saint Pauli; 
across the tap, CKEYOC BEOYPION CTAAAAEI 
TU) MAPBENIUL/ BAABHC CKEINECOAI AECITOPAA 
KWURNCTANTINIUN (The instrument of God | Paul] 
speaks together with the chaste man [John the 
Theologian] so char the emperor Canstantine be 
prenected from harm) 


Ginines Gewâlbe, Sraarliche Kunstsammlungen, 
Dresden, (sermany [L! ș2! 


This ivory plaque depicts the apostles Jahn 
the Theologian and Paul standing frontally 
and holding Gospel books. They are on a 
dais that is supported by two small legs. A 
carved colonnade af thin double colonertes 
and rounded arches decorares the tron of 
the dais, Its upper surface is rilted so that its 
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depth is completely visible. The aposties 
thus have their feet represented as If seen 
from above, in contrast to their bodies, which 
are parallel with the plan background. Their 
call, elongared figures fill almost the entire 
heighi of the plaque, except for the răro 
hnes of dodecasyllabic verse carved in raised 
letters at the top. Their heads turn shghely 
roward each other. ÎImposing as these figures 
are, they have a softness ot form and a man- 
nered stance, especially Paul, who holds his 
nght arm downward against his body instead 
ot in the more common gesture ot blessing, 
The garment draperv appears crisp, with 
muluiple tolds, gring the impression of hav- 
ing, been sottly pressed against the bodies. 
The highest relief :s at the level ot the hearis, 
the Gospel books, and at the hem area, 
where there 1s also some undercutting. The 





figures are otherwise fully attached to the 
background. 

Tis plaque 1s one of a group of three such 
icons of pared apostles carved in the same 
style and with similar dimensions. The other 
mo are in Vienna and Venice (cat. nos. âga, 
s9B). All have a prayer for a certain emperor 
Constantine carved in relief at the top. The 
Dresden plaque 1s also closely related ro the 
famous Ivory Harbaville Iniprych (cat. no. 
80): which iv resembles in rhe general treat- 
ment and conception of the hgures. In both 
icons the fall ot the garments is smooth and 
flat, and the folds, standard in their articula- 
tion, end in sharp, straight edges. The apos- 
tles” soft locks of hair, wawy beard strands, 
and slanted eyes with heawy upper luds are 
also mppical af the figures on the triprych, 
and their fingers have slightlv curved and 
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thickened ends, which can be compared ro 
the fingers of Christ, Saint Peter, and Saint 
Paul on the timptych, The series ot open 
arches decorațing the dais can likewise be 
seen on Christ foatstool in the triprych; 
there 15, mureover, an almost identical ver- 
sion an his footstool in the Romanos and 
Eudokia ivory plaque in Paris. These simi- 
larities place the Dresden piece in the work- 
shop where the Harbaville and Romanos 
ivories were produced — if not, indeed, in 
the hands of the same carver — and with a 
date in the eleventh century.” 

The verse at the top îs a prayer for an 
unidentified emperor named Constantine. 
From ţhe evidence provided by all three 
plaques in the group, ît can be inferred that 
they formed parts of sets and thar there was 
more than one such set; two ot them, this one 
anul the Venice plagque (cat. nu. 898), have 
the same saints and the same prayer carved 
on them, while the Vicina (cat. no. Sa) 
and Venice pieces agree on small iconographic 
details and seem to belong to the same set. 
The plagque in Dresden is thus the only sur- 
viving icon Of its set. The work could have 
been commissioned by the emperor himseit 
as a kind of ex-vuto or by someone else on 
NIS account, 

The reliet inscriptions on these plaques 
are not prayers for the general protection 
and weli-being of an emperor. The selection 
of words indicates that something, negative 
has already happened to this Constantine, as 
a result of which the apostles arc now asked 
to intervene in his behalf. An emperor with 
circumnstances that would fit such a sirua- 
tion 15 Constantine X Doukas (1. 1059-67), 
who became so 1|] in 1066 that he pnthdrew 
and entrusted all his duties ta his wife.? 
Apostles are the appropriate saints to speak on 
an emperor's behalf since they, along with 
the Virgin and John rhe Baptist, are the 
imperial intercessors, The best example of 
such a Deesis is the Palazzo Venezia trip- 
mych for Constantine VII Porphyrogennetos 
(Fr. 945-359), in the center panel of which 
five apostles have been singled out as the 
emperor's direct intercessors and which 
on the central part has an inscription that 
Nicolas Oikonomides believes is related to 
Constantine YIT's illness in the last vears of 
his reign.* Inrerestingly, four out of those 
five apostles are represented also on the 
Vienna and Venice plaques, 

How exactly to reconstruct the sets of 
plagques 1s difficult to say, but they must 
have had an arrangement appropriate for a 
Deeşis, with Christ cither above as mm the 
triptychs or in the center as în the Limburg 
Staurotheke, where pars of apostles surround 


an enthroned Christ. A plaque formerly în 
the Hirsch collection in Swruzerland vrith 
Just such an enthroned Christ has the same 
measurements as the three apostle plaques 
and is framed by a narrow border with a fine 
incised line like that around the Yhenna and 
Venuce pieces.* It 15 carved out of morv that 
has blemishes on 1ts back like those on the 
picce in Venice? and the letters of its relief 
inscription incorpotate a central incised line, 
as do those of che Venice and Vienna pitces. 
(Christ on rhe former Hirsch plaque also 
has the extremely elongated body ot the 
enthroned Christ on the Harbaville Irprych 
as weil as the heavy sling far his right, bless- 
ing arm.) Combined in sets of to or three 
row's each, these ivones would have formed 
notable enscmbles. 1 K 


1. Goldschmudt and Weitzmann 1034, vol. 2. p. 34, 
NO. 33,b, pl. XIII. 

2. For the dating ct thesc picces ta the elevenrh cen- 
curp, sce Falavrezou-M acer 1977, PE. 3097-25. 
This îs qucsriancd iz Luatier, ui tutler 1934. 

4. Pecllos rgz6—28, vol, 2, p. 131, SEE 1953, Pie 262, 

4. Dikonomardes, “Holy War” 1995, pp. 73-76, 

3. Goldschiridi and Vyeitzmani 194, vol 2, BAI, 
NO. a. 

5. Cutler (194, pp. 45-48, ip. 47) ignores the 
close cornnecrian ot rhese rare plaques, alrhougi 
he discusscs them back ro back ini the same 


paragraph. 


LITERATURE: Uoldschmidt anl Weizmann 1934, 
vol. 2, p. 38, n0. 43; Berlin 1977, p. 36, 16. îș; Cutler 
1994. p. 219, fig. 226, 


91, Diptych with Iele Scenes from 
the Lite of Christ 


Byzantinc [(-onstantinople:), second halt at roth— 
cari 1th century 

Lrary 

Each sing: 26.4 13.3 CI IX să UL.) 


INSCRIBED: 9 XERETICM (The Arutuiciari0l!; 
9 ACIIACM (The Yisitation); TI CENIC (The 
Mariei); H YNONASTE (he Presentatian); H 
BALTIC (The Baptism); |H METAMOP'BOCIC 
(The Pictamarphosis!; O BALUGOPUC (The Entre 
into Jerusalerai; H CTAYPUICIC (The Crucifixion); 
H ANACTACIC ţIhe Anastasis); TON AYTPUN 
KEKAICMENO (The Incredulite of Thomas); ÎL 
ANALAIIYIC] (The Ascensiony, îl NENTIKOCTII 
(The Penrecost) 


COMNRITI OH: There 15 lirmted |oss of reoDe ini 
details anl an che frame; chains replace the enagunal 
hiriges, 


'aovEeNANcE: Former in the collecrians at 
Albert txermean, Paris, and A, Basilerskp, Paris, 


The Stare Hernntage, Saint Petersburg, Russian 
Federarian (17-14) 
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The two leaves ot the diprych contain raclve 
scenes of the lite of Christ, each identified by 
an inscription carved into the 1vory and each 
register referring, to a difterent penod in 

his life. Across the top are events relating to 
Christ's buth and infancy —the Annunciation, 
the Yisitation, the Nativity, and the Presen- 
tation in the Temple. In the second register 
are scenes nt his maturity— the Baptism 
(wath the river Jordan at the lower left), the 
Transfiguratior, the Entre into Jerusalem, 
and the Crucitixion. The bottom register 
contains four events that foillowed hus death — 
the Anastasis (Descent inzo Hell), the 
Increduliry at 'Thoimas, the Ascension, and 
the Pențecost (Mission to the Apostles), 
Gruupings such as these are often thought 
to be associated with the Lelve Great Feasts 
of the Orthodox Church. 

Țaroslay Pehkan has noted that the scertes 
are all found in the writings of Luke, the 
first eleven episodes în his Gospel and the 
Pentecost in Acts 2:1—13. He suggests that 
the group represents an early example of 
the evolving selection ot the Great Feasts 
af the Church! W'iule the evenrs depicted 
are celebrated by “he Church, they are not 
consistent either wruth the formal (Great Feasts 
of the Church or yath the most popular illu- 
minated cycles of the Middle Byzantine era, 
such as those found on the cleventh-century 
rosaics in the churches of Hosios Loukas, 
Nea Mone, and Daphni in Greece. If the 
events were meant to be representations of 
the major feasts, the presence of the Visirauon 
ancl the Incredulity oi Thomas is most unusu- 
al, as is the absence of the Raising; of Lazarus 
and of any scenes related ro the life ot che 
Virgin. Lhis discrepancy berween the scenes 
on the diprych and the mayor feasts as they 
fgure in church decoration of rhe period 
sugpests a different explanation: that on 2n 
object of personal contemplation such as 
this diptvch, the events illustrared ere those 
of special significance ro che patrona or the 
artist, A difterent style of narrative applied 
to objects ot personal devonon 1s found on 
triptechs that show a major event in the cen- 
ter, virh be fanking, leaves containing related 
Narratives (see cat, no, 98). 

Alice Bank places the dipeych in a broad 
context, dating it to the tenth or eleventh 
centuri Adolph Goldschmidr and Kurt 
Weitzmann considered ui part of the 
Nikephoros &aroup and dated 1t to the late 
tenth century, noting that the style of Christs 
nimbed halo resembles that of other images 
within he Nikephoros Group (see cat. nos. 82, 
34, 96, 138, 337),* Flaboratel carved canopies, 
such as those in the Presentation and 
Visitation Scenes, were popular on 1vorles 





from the second half of the tenth century into 
the eleventh (see cat. nos. 98-101), making 
a dating in that period appropriate 
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1. Pelikan 1so0, pp. 8â—8ă. 
2. Diez and Demus 1931. pp. 47-73, Festal Menazen 
1969, pp. 41-65; ODER, vol. 2, pp. 8685-69. 
„ Bank 1955, p. 295. 
4. Goldschmidi and Yeirzmann 1534, val. 2, p 60, 
NO. 122, 
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LITERATURE: Goldschmadt and Wenzmann 1934, 
+ol. 2, no. 122; Bank rgâs, nas. 136-309; Pelikan 1990, 
pp. 6-82. 


92. Left Panel of a Diptych with the 
Crucifixion and the Deposition 


Byzantine j(onstantinaple), mid-roth ceritiury 

Irory, eith traces of gilding 

32.9 * IL.9 CM (3% 4 in) 

IN5SCRIBED: On the front, in the Cruciăxiori 
scene, MIX AHA |Michael), TABPIHA (Gabriel); 
under rhe crossarm, IE O TC COY (Here 15 Penu sot), 
140% H MP COY (Here is your mother (John 19:26, 
27]; in the Deposition scene, H AINOKA /EHAGCIC 
(The Tieposurion); en the back, an either side ot the 
cross, ICN EZRA (Jesus Christ congiders! 


CONDITION: The placţue has a few cracks and 
scratehes, 


Kesmner-Museum, Hannoeer, iacrman (i XX1a, 
4+4b) 


The front of this 1ory icon is divided into 
two registers by an ornamental band. The 
Crucifixion appears on the top. Christ, 
wearing a loincloth, is shown suspended 
from a cross that is decorated at the top 
with a tabula ansata. The Virgin, standing at 
the left, gestures toward the cross. Saint 
John the Theologian, standing at the right, 
hokds a book in his left hand and raises his 
right hand in a sign ot acclamation. Above 
rhe cross arc busr-length images of the 
archangels Michae! and Gabriel, who ges- 
ture toward the scene. The Deposition 
occupies the lower register of the plaque. 
Here, the body of Christ has been taken 
down only partially from the cross, which 
15 again decorated with a tabula ansata. 
The upper half of his body is supported by 
the bearded, standing figure of Joseph of 
Arimathea and by the Virgin, who grasps 
Christ's left arm and tenderly touches her 
head ro his. On the other side of the cross, 
the figure of Nicodemus leans over to 
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remove the nails from Christ'ș feet with a 
pair of tongs, as Saint John the Thcologian, 
behind him, beckons toward the body of 
Christ, an expression of grief and sorrow on 
his face. This expressive and emotional ver- 
sion of the Deposirion, which 1s first seen in 
the tenth-century ftescoes în the Church of 
Tokah Kilise in Cappadocia, continued to 
prevai! intro the tweltth century, under the 
growing influence of the Easter liturgy.! A 
Cross, the cenţer and ends of which are dec- 
orated with rosettes, 1s depicted on the back 
ot the panel, 
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The Hannover plaque has iong been rec- 
ognized as the counterpart țo an ivory panel 
now in Dresden, which includes scenes af 
Christ Meeting the Marys in the Garden (the 
Chairete) and the Descent into Hell (the 
Anastasis), arranged in twa registers (for a 
similar composition, see cat. no, 93). Ehat 
these plaques originally functioned as the 
wo halves ot a diptych was first argued by 
Adolph Goldschraidt and Kurt Weizmann 
on; the basis of srylistic and iconegraphic 
similarities,? Anthony Cutler has recently 
reaffirmed this relationship benween the 


panels on the basis ot technical considerations: 
the plaques are both ro mm thick and share 
a step 7 mm in depth.? 

Joined as a diprych, the Dresden and 
Hannover plagques were probably used for 
private devotion. Both decorated with scenes 
that are intimately associated with Easter, 
they would have served as a constant reminder 
to the supplicant ot Christ's Passion, ulti- 
rnately ensuring his or her salvation. 

ST 


1. DDB, *ol. i. pp. &ri-12, 
2. Goldschrudi and Weitzmann 193q, vol. 2, p. 37. 
3. Cutler reg. p. Ia, 


Î.ITERATURE: Lrolischmule and YVeitzmann 1944, 
vol. 2, p. 37, n0. 40; Cutler 1904. 


ExHILELTIONS: Hannover 19oq; Munich, Fleimrict 
der LOWE, 1995. 


93, Icon with the Meeting; in the 
Garden and the Anastasis 


Ezantine (Constantinaple), mid-rcth centure 
rar 

22,5 X LIS CITI (Si 4 n.) 

The State Herrnitape, Saint Petersburg, Russian 
Federation [i-1473) 


This icon is divided into two equal parts by 
an ornamental band, the upper tier depict- 
ing the Chairete, or Christ Meeting the 
Marys in the Garden (Matt, 23:9—10), and 
the lower showing the Anastasis, or Descent 
into Hell." The plaquz, one element ot a 
chptyeh, very closely resembles another panel 
11 Dresden; this led L. A. Matsulevich to 
doubt the Hermitage ivory's authenticity.” 
The Dresden and Hermitage plaques are not, 
however, identica]. lLhe poses and gestures 
ot the figures and the folds of their garments 
are not precisely the same, and the dimen- 
sions, position, and structure of the hinges 
thar held each panel together with the 1vory 
with which 1 was pared do not match. There 
is a crux imrmissa on the back of the Dresden 
example, but none on the Hernntage plaque. 
It is common te find series of ivories 
from the Midile Byzantine period with 
almost :dentical depictions of the Crucifiuon, 
the Dormition of the Virgin, the Virgin 
Hodegetna, and Christ Pantokrator, [he 
close coincidence of composition, ICONogra- 
phy, carving technique, and style indicates 
that they were completed at the same time 
and most likely în the same workshop. The 
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evidence of such series demonstrates that the 
Hermitage plaque cannot be cuiscredited on 
the ground that a very similar piece exists but, 
rather, suggests that both works share the 
same provenance. Both the Saint Petersburg 
and the Dresden ivories display the perfected 
carving, technique that distinguishes the 
Anest examples ot the so-called Romanos 
Group, executed in a court workshop in 
Constantinaple about the middle of the 
tenth century. 

Accarding to the testimony of Emperor 
Constantine VII Porphyrogennetos (1. 945- 





59), one of his palace chapels contained a 
templon with carved ivory icons. Ihe mories 
may have been arranged în a row to form an 
epistyle, perhaps akin to the tenth-centuri 
example showing the lturgical <ycle of 
Twelve Great Feasts reconstructed by Kurt 
Weitzmann from a diptych in the Hermitage 
depicting, the Presentation in the Lemple, 
four plagues from the Staatsbibliothek in 
Bamberg, and a fragment in a private collec- 
ton in Paris. These ivories are of identical 
dhmensions, which in all lhkelihood indicates 
that they nct only came from the same 
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workshop but also belonged to a single set 
that once adorned a templen screen. The 
templon may have been housed in the chapel 
of the imperial palace in Bamberg, built for 
the Byzantinc princess Theophano, who 
married the German emperor Otto II in 972, 

Wentzmann's Icon-by-1con recoOastrucuIoA 
of'rhe remplon is a model for the hyporhericai 
re-creauon ot several other mrory epistyles, 
which were also composed of plagues depict- 
ing the Liwelve Creat Feasts. Iconographic 
and stylistic affinities berween the Dresden 
panel and an icon representing the Crucifixion 
and the Deposition in the Kestner- Museum 
în Hannover (cat. no. 92), as well as thear 
common dimensions, indicate that they are 
wings of a single diptych, while structural 
particularities and the choice of scenes are 
evidence that the diptych belonged to an 
Ivory epistyle devoted to the wwelve feasts. 
A painted epistyle of the Monastery ot 
Saint Catherine, Mount Sina, wtuch dates 
from the eleventh or twelfth cennury, 1tus- 
trates the appearance of such an iconostasis, 
Scenes ot the Twelve Careat Feasts are arranged 
in a long row in tao tiers, with the Crucifixion 
(one subject of the Saint Petersburg and 
Dresden plaques) followed by the Anastasis 
(a subject of the Hannover plaque). In the 
tenth century, when the cycle of the rele 
feasts had not yet been regularized, varia- 
tions în the choice of Crospel scenes were 
possible, as was the inclusion ot scenes outside 
the feast cvele, Thus the Chairete could be 
paired with the Anastasis, and the Deposition 
with the Crucifixion. Adjacent plagques formed 
diptychs, which were removed from the 
remplon on the feast day corresponding; to 
the scene represented and placed an rhe analo- 
gion foc veneration. The Hermuitage 1vory ot 
the Meeting, în che Garden and the Anastasis 
was the left panel of a diprych in such an 
epistyle;* the right panel is lost. Since the 
Hermitage and Dresden plaques depict the 
same subiects, the missing plaque must have 
resembled the Hannover leat, which origi- 
nally formed a diptych with the Dresden 
plaque. The Hannover plaque could not have 
been paured with the Hernutage 1vorș, since 
both are left panels, 

An author ot rhe catalogue of an exhibition 
held at the Herzog Anton Ulnch-Museum, 
Braunschweig, conjectures that these ivory 
placţues were brought to Europe by Henry 
the Lion, duke of Saxony and Bavaria, who 
visited the Holy Land in 1172-73.$ Such a 
possibility cannot be ruied out; however, 
most Byzantine ivory icons — other than the 
pieces from Theophano's dowry— reached 
Western European church treasuries in the 
period bevxecn the sack of Constantinople 
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in 1204, during, the Fourth Crusade (1202--4), 
and the ensuing Latin Empire, which exist- 
ed from 1204 to 1261. 
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1. Botkin 11, ol. 2, pl. sq. 

z. Marsulevichi 1923, p. +0. 

3. Falesikaya ragt, 

4. Munich, Hesnrick der Lăme, 1995, vol. 1, Pp. 25455, 
no. 68. 


LITERATURE: Botkin 1911, vol. 2, pl. 34; 
hiarsulevich 1p23, p- 4o; Munich 1994; Zalosskava 
TO9U. 


94. Panels from an Icon with the 
Twelve (areat Feasts 


Byzantine (Constantinople), mid-roth century 


A. The Nativity and the Annunciarion ro the 
Shepherds 


[oră 
1.5 XI02 CI (4 x 4 In.) 


INSCRIBED: HTENAHCIC | The Mate) 


The Tiustees ot the British Museum, London, 
England (1855, 8-4, zi 


B. Lhe Raising; of Lazarus 
or 
10.6 £ 8.5 CID [qi X 3 in. 


INSCRIBED: O AAZAPO (Lazarus) 
Staatliche Muscen zu Berlin, Museum fir 


Spătantike und Byzantinische Kunst, Berlia, 
Lerman (578) 


C. Ihe Incredulity of Thomas 
Ivary 
10.6 X 8.8 cm (qi x 3 in) 


INSCRIBED: TOWN/OY PIN] /KEZ/KAEIC i; 
MENU [N] (The Doors Being Clascd) 


Dumbarten Oaks, Washington, DC. (37.7) 


D. The Kiuimesis (see cat. no. 95) 


These ivories, along with the icon af the 
Koimesis (cat. no. 9$), depict scenes trom the 
dodekaortan (the Twelve Great Feasts of the 
Orthodox Church), Adalph Goldschmidt 
ancl Kurt Weirzmann grouped the four togeth- 
er because they share sinularities in their 
physical characteristics, classicizing style, 
dumensions, method of mounting, and 
technique ot carnving. The Natrity and the 
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Annunciation to the Shepherds is shghrly 
larger rhan the other plaques, which sug- 
gests that it probably belonged to another, 
parallel series of feast scenes. Each panel is 
framed by a plai beveled border and has 
holes bored in the corners for mounting, 
which, presumably, was on an armature of 
wood. Weizmann conțended that these 
twelve ivories constituted a collective icon 
of the Circat Feasts.' Although no renrh- 
century ivory icon of this type survives with 
separately carved panels fastened to a wood- 
en core, both the common physical qualities 
and the thematic unity of the panels argue 
in favor of a cyclical format. A tenth-century 
con in the Monastery of Saint Catherine at 
Mount Sinai, proposed by Weitzmann as an 
approximate painted model,? indicates that 
such a format existed, while a Middle 
Byzantine Ivory diptych in Warsaw contains 
a feast cycele arranged în a way that may have 
paralleled the dismantled icon.* Moreover, 
it is plausibie that a complete colective con 
was transmitted to the West at an earlier 
date, as several of the scenes appear to have 
inspired the New Testament ivories carved 
before 9658 tor Otto the Great's cathedral at 
Magideburg.* 

Each image îs a masterpiece of almost 
three-dimensianal carving, with classically 
balanced compositions, serenely expressive 
figures dressed in himations, and painterly 
eftects ot spatial illusionism and staging. 
The apparent reliance on manuscript minia- 
rures, such as those of the tenth-century lec- 
tionary in the Saint Petersburg, Stare Library 
(Cod, gr. 21), is often cited to demonstrate 
rhe impact of painred models on ivory carv- 
1rig; past the opposite influence mav be the 
case here, however, since a degree ot poly- 
chromy and gilding originally on the iories 
would have enhanced their illusionistic 
quality — in addition to the theaterlke space 
created by sculptural means — thus implicitiy 
linking the tao pictorial modes.* The plastic 
eftect created by the raising of the figures 
from the ground plane in layers of relief, wairh- 
out full modeling, is typical ot his group ot 
carvings. A mid-tenth-century date for the 
group may be established mainly by their 
relationstup to dated paintings, as, for exam- 
ple, the Joshua Roll (cat. no. 162), as well as 
to related contremporart ivories, such as the 
Berlin plaque with Christ Washing rhe 
Feer of the Apostles.” 
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L.. YVenzmann 1972, pp, 43-45, 
2. Veitzmann 1976, N. Bsă. 

3. Cutler 109, ps, 73, 221, 

4, Lattle 1086, pe. apari. 
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4. Weizmann, “Ivory Sculpture; razi, pp. If, 
pls. 1/2. 2/2. 
5. Cutler 1994, fig, 211. 


LITERATURE: Goldschmidr and Weizmann 1334, 
ol. 2, nos. 3, 14, 15; Weizmann, “Ivort Sculpture, 
1971, pp. 1-12; YYeitzmann, “Ienth-i_entu Lectionar 
Ta7T, pp. â39ft.; Schrader 1ezz2, pp. 72-88, esp. n. 7; 
M'eirzmanin 1972, DP. 43-48; Cutler 1994, PP. 121, 
TAI, To8, 218t., 230. 


EXBIBITIOHS: (C) Paris 1g3r, 10. 103; Boston 
1948, NO. 1165; Athens 1064, N, șa. 


95, Icon with the Koimeșis 


Byzantine (Constantinopie), mid-roth century 
Ieory 
LG 7 7 x 13 Cr (44 xx An) 


ÎNSCEIBERD: HKOIMHCIC (The Koumezis) 


The Muscum ot Finc Arts, Houston, Tex, Laurence 
H, Favrot Begucst (71.6) 


This ivory offers a classic rendition ot the 
Koimesis, the “falling asleep” în death of the 
Vigin. Lhe Koimesis is included so regular- 
ly in monumental feast cycles that it 15 usu- 
ally assumed to have originated there. In 
fact, its earliest occurrences — in the tenth 
century — are in the diminutive medium of 
Ivory, where it is not known to have been 
used in conjunction with he feast cyele. 
Instead it seems to have owed its success to 
its own independent body of meaning, 

"The ivory shows rhe scene in execpuionally 
pure farm. The Twelve Apostles flank the 
Virgin's bier with mourning, gestures, while 
Christ appears in the center, raising to the 
arms ot waiting, angels the tiny soul ot his 
mother (broken from this ivory), which thus 
ascends immediately to heaven without await- 
ing the Second Coming, Peter bends over 
the bier from behind, laying his hand in a 
gesture of remarkable intimacy on the Virgin's 
womb beneath her prominent breasts, as if 
to recall the recurent theological invocations 
of the Virgin as the womb that bore God. 
Paul tao stretches his hands over the Virgins 
bociy, for accounts of the Koimesis often 
quote him as exclaimung that in seeing the 
once who gave flesh to God, he had seen God's 
flesh, thongh he did not see Jesus himself. 
The style of composition — based on ancient 
Greek scenes of mourning — and the beauty ot 
the forms respond to the vogue for classical 
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learning in mid-tenth-century Constantinople. 
The image speaks on many levels: of the 
Christian hope for salvation at death, of Jesus 
compasston for his mother and through her 
for huimans iike those who gaze at the ivar, 
and of the power ot sght— the apostles” 
sight ot the Virgin, the viewer's sight of he 
Icon — to feed tath, 

The plagque îs ciusely related ro avo ivories 
with (Gxospel scenes (cat, nos. 948, 94C). All 
three have caretully firred holes for pegs 7o affix 
them to a backing ot some kind. Accorcingly, 
it has been assumed that all three belonged 
to a large composite icon with a feast cycle. 
Such a complex, however, is not known from 
the tenth century; certainly none of the 
eighteen surviving ivories of the Koimesis 
belongs ro one. Instead the Houston ivory 
argues for a small and intimate context fea- 
turing the koimesis centrally. Not only 15 it 
carved with great delicacy for a private 
viewing of the work cradled in the hand, 
but the face and breasts of the Virgin are 
worn Smooth, surely by devotional kissing. 
Such devout abrasion 15 best imagincă in a 
smail, handheld object. 

AVC 


LirEegarunt: Lroldschmnrdt and Veirzmann 1230 
raza ed), val. 1, p. iii; Schrader 1972. pp. 72-88 
[citing earlier literature); Weitzmann 1972, PP. 45-47, 
pl. xxr, fig. 17; Cutler Tag4, p. r9ă. 


96. Icon with Christ's Mission to the 
Apaostleş 


Byzantine ((onstantinaple), mud-roth centure 

Ivory 

21 X 13.8 cr (814 x 4 in) 

CoNDITION: There are a few fine cracks in the 
background ant frame, a small hole cenrered in the 
background belea rhe upper frame, anu Deo mrcks uri 
rhe ecge of the lom'er frame. 


PROvEHANCE: Pierre Rârcul collection, acepuu cer 
by the Muse du Louvre, 1828, 


hilusee du Lourre, Deparrement des Ohjets d'Art, 
Paris, France (MERE 354) 


Christ 15 shown frontally, standing on a 
domble-stepped dais, as he blesses with his 
right hand and holds a rozaits in hus left, He 
is flanked by the apostles, who bow while 
raising their veiled hands in supplicatien. 
The most important and prominent apos- 
tles, Peter and Paul, are identifiable by their 
physiognomic traits; each stands on a low 
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dais and raises his bared hands. Above and 
immeciately to the left and right ot the cross- 
nimbed head of Christ'are the busts of bo 
angels, who murn toward him and lift their 
hands în prayer, he composition 15 similar 
to one 1 a Greek lectionary in Saint 
Petersburg (gr. 21)! 

A compamon von, ot the same dimensions 
and framing, was cut from the same elephant 
tusk and carved by the same artist, it represents 
the Crucifixion (shown opposite, together 
with Chrst's Mission to the Apostles 3.” The 
pair may have served as a double icon (vory 
book covers are unknown in Byzantium ), 
These reliefs, along with the magnificent ivory 
n the Cleveland Museum (cat. no. 87), 
are among the finest examples in Adolph 
Goldschmidt and Kurt Weitzmann's 
Nikephoros tăroup and share a simplicity 
and clarity in the rendering ot draped, occa- 
sionally massive figures. The male heads 
tend to be broad, with heavy eyelids. The 
busts ot the angels in prayer are charac- 
cerized by suspended and flying drapery 
folcds; the latrer arc especially similar to Those 
in the present work. 

W'hule the subjecr— Christ's Mission to 
rhe Apostles | Matt, 28:18-20)— recurs in the 
Latin YYest,* there are only to examples for 
which a significant relationship with the 
Louvre ore may be postulated. The first 1s 
the Ottoman Ivory book cover of about 970 
in Cleveland (cat. no. 324); the second Is 
the top half of an ivory carved in Amalfi 
about 1080.* Srill mare examples of this 
subject and composition must have been 
known in Byzantium, and any one ot them 
could have reached the Western milieus 
most susceptible ro Byzantine influence — 
and hepermony — in the tenth and elcventh 
centuries: specifically, the Ottonian court 
and that part ot southern Italy (including 
Amalfi that belonged to the Macedoman 
empire. 
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1. Goldschmidt and Weizmann 134, vol. z, p. $s, 
fug, 27. 

2. Ibul,, nu. 1, pl. DixvIrr; Paplin 1975. pp. 34-87; 
Pâris iogz, no. 158, illus. 

3. For compositionally divergent examples, see the 
C logTie Par DOE CCC, of about şto, in the 
Schniiteen Museum, Cologne, B2 (b) (published 
in Cologne 1372, E-g illus.!, and raelteh-centure 
Salzburg manuscripr ilustratians ia, Swrarzensku 
1908-13 [1969 cd.], vol. 1, fuzs. 178, 353). 

4. Musco del Duomo, Salerno; see Bergman 1982, 
pp. 80, iz?, no. 35, ip. 3g. Bergman ebser-es 
“nat arily surmular drapery tepes but also proteund 
carrespondences în the deap-cut incisions used ta 
delineate the vertical falds and the precular %-shapud 
smlizanen beroreen the legs. The dramanic poses 
at rhe apostles in the Salerno scene. however. are a 
marked non-Byzannne feature.” 





96. Crucifixion (left) and Christ's Mission ta the Apostles (right) 


LITERATURE: Molinier 1896, na. 34: Celdschmide 
and Weizmann 1934. 70. 2, Pl XXILI, p- $ă- 

no. e; Foplin 1976, pp. 84-87, Bergman 1980, 

p. 8o, fig. 126. 


EXHIBITIONS: Athens 1064, no, 47, illus.; Yienna 
177, NO. 23; Brussels 1găz, n. De. 1ș: Paris 1pă5-89, 
nuz. 1; Paris, Byzance, 1992, n. 15% (PD), ius. 


97. 'Triptych Panel with the 
Crucifixion 


Byzantine | Constantinaple), mud-ath century 
Tor 
12,7 X 8.9 CM (5% 3 n] 


INSCRIBED: Above the cross, LC XC (lesus 
Uhristi; above che Virgin, MP 8 (Mather of God); 
above John, 49 4 îto (Saint Jehn); atroce the soldiers, 
Ci SLAMPICMO (The Dvasien of che Cloak): above 
Hades, 0 CTPOC EMIIATHC EN TH KOIALA TOY 
AAQY (îhe Cross Împlanred m the Srornach of 
Hades) 


CoNDITION: The left half ot rhe canopy and the 


right arm ot Christ are restorations, there are traces 
ot gilding, 


The Metropolitan Museutn af Art, Pica Tori, NY, 
Gitt ot ]. Pierpornur Morgan, 1917 |17.190.44) 


This panel—a tour de force of technique 
and representation— is one of the supreme 
examples of Middle Byzantine ivory carving 
in Constantinople at its apogee. In addition, 
the iconography is unique in Byzantine art. 
The Crucifixion 1s presented under a canopy 
carved a jour. Christ stands on a suppeda- 
neum with his arms spread open in suppli- 
canon; the gestures ot the Virgin and Saint 
John underscore their artirude of mourning. 
Below, three seated soldiers draw lors for 
Christ's cloak, 

The base of the cruss pierces rhe sromach 
of the reclining figure of Hades, who seems 
to be based on a classical model such as the 
depiction ot a river god or, more specifically, 
thc subject of Herakles Drawing Cerberus 
from the Underworld. As demonstrated by 
Margaret Frazer, the inclusion of Hades 
transforms the representarion of Christ's 
crucifizion into a celebration ot the Triumph 
of the Cruss and of his victory over death, 
Building on a tradition established by the 
early Church Fathers, the theme also appears 
in mas and sermons on the Triumph of 


the Cross, particularly in those of Romanos 
the Melode (d. after $sș) and in the spuria of 
Saint John Chrysostom (înith to seventh 
centurț).! Later, Adam, rather than Hades, 
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oul be shown at the foot of the cross, a 
change in :conography that would became 
accepted in both Byzantium and the West. 
Although Adolph Goldschmidt and Kurt 
Weitzmann pustulated a manuscript as the 
source of the mory and therefore assigned it 
to the Painterly Group, no other relaced 
image survives. The extremely plastic carving, 
with the figures conceived in the round and 
deeply undercut, paves the scene the quality of 
a stape set. The attention to details, such as the 
design on the Virgin's mantle and gottered 
slseves, anul the finesse uf the carving invite 
comparison with the Harbavillc Triptrych 
and the Veroli Casket (cat. nos, 80, 153). 
The icon originally served as the center 
panel at a triptych, as suggested by the pres- 
ence of holes tor the support bars ot the wings. 
CTL 


1. Frazer 1374, Pp. 15ăfi. 
LITERATURE: Goldschmuidt and Yeitzrniani 1334, 


vol. 2, no. &; Frazer 1974, ep. li3-B1: Schellevald 
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98. Triptych with the Nativity 


Brzantine (Constantinuple), second half ot 1orh 
century 

rory, th traces of polchrory 

MAX, LI. UZ. CI (4% UL), MAX. WE. 20 (FAIN) 
Opri 

CONPBITIGN: There are hairtine cracks throughout 
the center panel, its surface is chipped along, the 
loser frame; the wings have hairline cracks; the eye 
binges are replacements; judging, from the size and 
locanon of the prominent holes on the upper and 
lorwer frame of the center panel, ir is probable thar 
Imotp strips ere ance attached, as in the I iarbaville 
Triptych (cat. no, a). 


INsSCaIBED: Un the center panel, H TEXSICIC 

(The Nativit); cn the lelt wing, H BAHO&POC (The 
Carrying ot the Palms) H ANACTACIC (The Anastasis); 
on the right wing, HA SAAHYIC (The Ascension) 


la ovENA*CE: Solipkait collechon, 1851; Spitzer 
T&g+: Poulc; Duseigmeur until 1900. 


Musce du Louvre, Deparremenr des Obers d'An, 
Paris, Fratice (CA 5004) 


This tiny triptych consists of a center panel 
vth a Nativity enclosed in an openwork 
canopy with, on the left wing, the Entry 
into Jerusalem and the Anastas:s and, on the 
right, the Ascension, At the center of the 
main panel, the Virgin Mary reclines on a 
pallet besicle the manger bearing the infant 
Chrst, who 1s watched over by the ox and 
the ass. Appearing from behind the cured 
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contour ot the cave are eight angels, one af 
whom announces the news of the Natrvity 
to tara shepherds at the right. Joseph sits 
pensively at the lower left; the infant's îrst 
bath, overseen by two sheep, takes place an 
the right. Each wing 15 divided into Dwo regis- 
ters. On the left wing; the Entry into Jerusalem 
15 depicted in a crowded narrative scene, 
while below is the Anastasis, again a compo- 
sition packed with spectators, with Christ 
pullng, Adam from the sarcophagus. On the 
right wing; the Ascension of Christ, in a man- 
dorla heid by angels, 1s wntnessed by the Virgin 
and ro angels, whule in the register below the 
apostles gesticulate in reaction to the event, 
Stylistically, the ivory is closely assaciated 
with others carved during the Macedoman 
renaissance of the tenth century, many of 
which depicr feast scenes within similar 
canopies;! parallels with the Veroh Casket 
(car. no. 153) have also been pointed out,” 
The figures in these works assume active, 
almost melodramatic poses and display a 
wide range ot gestures and artitucdes, With 
many figures intersecteid by the frames, the 
action appears to onginate from cutside and 
move through the picture space, A rising- 
viewpoint perspective allows for dense vertical 
packing, with overlapping berween individual 
figures or groups adding to the ulluszon of 
depth. Drapery clings to bodies, and tolds 
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hang, flutter, or billow out in a style remi- 
niscent of Late Antique classicism. A charac- 
teristic feature is the round heads with hair 
in bulbous curls. A close afinity to thus 
“painterly” sryle îs displayed în rhe ilumi- 
nated miniatures ot the Homilies ot Gregory 
of Nazianzos, dating tu the 8805; the stocky 
figures, heavy draperies, and densely packed 
picture spaces could have been copied from 
such a manuscript.* The style and format are 
also comparable to thase of a rnprych wing 
of an icon at the Monastery af Saint Catherine 
on Mount Sinai with partial scenes from the 
Baptism ot Christ and the Anastasis in reg- 
isters.* Incleed, artists working in Ivory, 
manuscripts, and painted icons may have 
worked side by side, sharing the same moclels. 
Technically, the triprych resembles the Joshua 
pancls (cat. no. 152), with a range of carving 
depths, a pronounced undercutting, and 
axcasional carving in the round; the open- 
work of the canopy îs itself a virrnoso display. 

An important aspect ot the triptych 15 its 
evident reddish coloration; indeed, it has 
been described as ipotre ponrpre, purple- 
stained ivoryp and microscopic observatian 
reveals the presence of fine red and reddish- 
pink grains over the entire surtace, .arger 
red, orange, blue, and green crystals as well 
as gold appear in the crevices, and black fill 
can be seen in the pupils of eyes. Much of 
the surface is covered with a white residue, 
perhaps from the taking of casts. It is evi- 
dent from the observed traces oi color that 
the entire triptych was stained or painted 
red, with figures and details overpainted in 
bright colors and gold. Ihe original effect 
would have resembled manuscript llumina- 
tion on purple parchment. The triptych thus 
deserves the attribution to a “painterly group” 
in a new and different sense than originally 
intended. 

The triptych has been artributed to an 
atelier within the imperial palace in Con- 
stantinople.” Its small size indicates its prob- 
able use for personal devation, 

CU 


1. Geoldschrnudt and Weizmann 1934. al. 2, 10. 4. 

2. Cutler 1988, pp. 25-27. 

„ Brubaker, Fiazmiltes sf rege of Mazianzus |borth- 
CAMINE ). 

. Weizmann 1976, vul. 1, pp. Bă-gr. 
Gaborit-Chapun ragz, p. 230, 

„ Paris, Ayomnee, 992, p. 241. 

Connar, The Cailor pf Ivory [ferhconung). 
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LITERATURE: Goldschmaidt and Wetzmann 193+, 
vol. 2. nm, 4; Weitzmann 1976, Yol. 1, pp. Si-ar; 
Cutler 1988, pp. 21-28: Gaborit-Chopin 1992, p. 230; 
Erulaker, Ferate af crregesy af Nazianzis |lorth- 
coming); Connor, 7he Color of Ivory (forthcoming ). 


EXHIBITIOR: Paris, Eyzance, 1992, NO. 154. 
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99. Center Panel of a Triptych Icon 
with the Entry into Jerusalern 


Pyzantine (Constantinople), second half ot roth 
CEnuUry 

Tony 

184 A 14.7 Em (74% 5 IN.) 

INSCRIBED: H BAHObOPO (The Carrying ot the 
Palms) 


PFEOYENANCE: Sir Andrea Fontaine, Londan 
Lrzs3: guit ot Wiartin Heckscher, Yienna. 


Staarliche Museen zu Berlin, Museum fiir Spărantike 
und Bzantinische Kunst, Berlin, German i 1490) 


Set under an elaborately carved openwork 
baldaclun surmounted by acroteria, Christ” 
entrance into Jerusalem is depicted as a tri- 
umphal scene. Christ, positioned sidesaddle 
on an ass, looks straight ahead as he gestures 
in benediction with his right hand, which 1s 
slung in h:s mantie. Following Christ are a 
group ot apostles led by Peter. Ihe fathful, 
some with palm branches, welcome the 
Messiah at the gates of Jerusalem. Overlooking, 
the scene are children in short tunics gather- 
ing more branches from a palm tree, whule 
an the ground before Christ, two other 


figures în short tunics spread garments in 
the animals path. In the immediate fore- 
ground 1s a classicaily inspired “Spinario” 
figure, who sits and removes a thorn from 
hus foot. It has been suggested that the young 
“thorn puller” in this context is not meant 
to represent a pagan symbol of idolatry over 
whom Christ truumphs, Rather, the “Spinario” 
is emblemaric of the innocent children who 
recognized thc Lord ou the occașion ot his 
entry into the city, whereas the parents regard- 
ed Christ as their enemy and evenrually led 
him to the cross—a theme preached in 
homibes for Palm Sunday. 

The grandly presented scene, otten thought 
to echo the Late Antique image ot țhe a4ven- 
tus Atiqusti, 15 an unusual subţect to be isolatecl 
from the Tele Coreat Feasts (doaekaorton ) 
of the Eastern Church, but like the Koimesis 
theme, it was sometimes the tocus of special 
veneration. Closely related in style are the 
Koimesis icons (cat. nos. 95, 101) and other 
ivories that corresponi în many respects to 
paintings and, hence, have become known as 
the Painterly Group (cat, N05. 94A-—94C, 97, 
98). These ivories, carved in Constantuinople, 
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all exhibit deeply undercut and oblicguely cut 
figures and architecture. The many features 
ot the present ivory that pay homage to the 
classical past— the baldachin wizh acroteria, 
Christ's contrapposto stance and his arm 
resting in he sling of his humation, and the 
“Spnario” figure—underscore the revivalist 
tendencies ot the Macedonian renaissance. 
The Berlin wory never belonged to a col- 
lective icon of thc feasts; the physical cvi- 
dence ot holes on the upper and lower trame 
are part of the support system for the wings 
Of a triprych. CI. 


I. Mouriki 1070-72, pp. 53-66. 


LITERATUEE:; Goldschmudt and Weitzmarirt 1944, 
vol. 2, no. 3; Eftenberger and Seserini 1002, N0. 26 
(wirh older lreranure); Curler 1994, pp. 30f.; Berg- 
mal 1995, pp. 121-26, 


EXHIBITIONS: Athens 1964, no, $7; Brussels 132, 
NO. Iv. 17; Athens 1046, NO. 240. 


109, Center Panel ofa ITriptych Icon 
with the Descent from the Cross 


Byzantine (Constantinople), second half at roth 
cerinurY 

Tory 

IZA 13 COT (6 X să Ur.) 

INSCRIBEED: Above main figures, IC /XC (Jesus 
Chnast), MP Or (Mocher of God), O A IUANGELC 
(sant John) 

Dumbarton (aks, Washington, D.C. (ș2.12) 


This triptych icon originally would have 
had wings attached ro the center panel by 
means of dowels insertred into ledges fas- 
tened to the frame an the top and bottom, 
The Deposition scene, set witlun a deeply 
undercut baldachin, is dominated bv the 
oversized figrure of Joseph of Arimathea, who 
lowers the body of Christ together with 
Nicodemus — unusually depicred as youth- 
ful and shown removing the naul with a ham- 
mer and chasel instead of the more typical 
pair of plers. The Virgin holds Christ's hand, 
which she kisses, and Saint John stands in 
meditation, clasping a book with one hand 
and gesturing with the other. 

As Kurt Weizmann has demonstrated, 
the scene appropriates ligures from various 
models: rhe Virgin 15 close to the similar fig- 
ure in the Berlin Crucifixion Triptych,! 
while Josephrs pose is borrowed from a com- 
position in which the ladder is in place, with 
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the result that he appears here ro be reach- 
ing into space without any support. The 
“hieratic and iconic” quality ot the image was 
observed by Weizmann, but the sources ot 
the diverse models are not fully resolved. 
The representation of Nicodemus with a 
hammer and chisel, othenwise unknown in 
Byzantine art, does occur in a similar manner 
in a Western illumination trom the second 
half of the ninth century.” The preference for 
focusing; on a single feast day — Good Eriday 
in the case of this triprych — seems to be a 
characteristic of tenth-century vor? ICONS. 
CTL 


T. Goldschmidt and Weitzmann 1934, vol. 2, 0, 72, 
2. Angers, Bibliothequc Municipale, Ms. 24; see 
Schuller 1gât-zi, sol. 2, fig. 545. 


LITERATURE: Goldschmidt and *Yeitzmann 183+, 
VOL 2, NO. 7: YYeitzmann 1372, NG. 27: Cutler 1994, 
PP. 102, 1%6. 
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101. Icon with the Koimesis 


Evzantine ((consrantinaple), late 10th certa 
Tezru 
187% 14.9 CT (770 XX Şiră 101.) 


INSCRIBED: Above the head af Christ, H KAHICIC 
(The Koirmesas) 


COoNDITION: The darkness of the irony îs the 
result ok a later, amber-colored coating; portrons af 
the border shom evidence ot having been hurned, 
“xhile areas of the background are split and otheranise 
damage, 

PROYENANCE: Purchased from Seligmann, Paris, 


IQIO. 


The Metropolitan Museum of Art, New Yark, NY. 
Guft of ]. Prerpont Morgan, 1917 (17.190.132) 


The theme of the Koimesis (the “falling 
asleep” in death of the Mother of God), 1s 
onc of six fixed feasts among the Ewelve 
Great Feasts (dodekaerton) of the Orthodox 
Chureh. The Koimesis often was singled 
out for specia! devotional represențation 


a AN 
e e Are 
= uni 


a e = 
leo At 


ea 


PE ia, j 


II 


and vas venerated especially on August 15, 
the feast day of the dearh of the Virgin. The 
subject first appeared in art in the tenth cen- 
tury, following, the era ot Iconoclasm. 

The present ivory icon, carved in high 
relief, depicts the moment when the swad- 
dled soui (zidalon) ot the Virgin, which is 
shown as a small child, 1s transferred from 
the arms of C.hnst upward to the awaiting 
angels, who will transport it to heaven. The 
dead Virgin lies on a bier under a pierced 
and richiy decorated baldachin mth acan- 
thus acroteria. lwo groups ot mourning 
apostles stand at her head and feet, one group 
ied by Saint Paul and the other by Saint Peter, 
who Orginălly was swIngINg, a censer (NOW 
lost). 

The initial function of the panel is not 
clear, Because it lacks the double or triple 
boreholes an ins upper and lower borders that 
would have accommodated a strip on which 
the wings of a folding-triptych icon could 
be mounted (see, for example, cat. no. 80), 
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It undoubtedly served some other purpose. 
If the four existing hules, which are centered 
on each of rhe four sides, were for a secondary 
use, then the ivory originally must have 
been fitted into an armature, As such, the 
pane! may have belongcd to a series, ser 
within a large tableau, which possibly depict- 
ed the Twelve Great Feasts. Such a cycle 
conccivably may have formed a templon 
epistyle, as seen, for example, in the Late 
Byzantine painted example in the Archae- 
ological Museum at Veroia.! Alternatively, 
as an iolatred icon of one ot the (Great Feasts, 
it may have been installed in front of, or in 
the vicinite of, the templon, which 1s docu- 
mented in an inventory of 1247 at the pos- 
sessions of the Church of Thearokos res 
Koteines, near Philadelphia in Asia Minor.* 
Other ivory icons are known, but many of 
these survive only as fragments (see, for 
example, cat, nos. 82, 83, 87, 88). The method 
at mouniing of the present panel suggests 
that it was later recycled and perhaps fastened 


to a book cover in the Latin West, a practice 
not known in Byzantium. 

Adolph Goldschmidt and Kurt Weitzmann 
reserved judgment on the date of îhe Metro- 
politan Museum's Ivory, noting that it 
appropriates some features from the Middle 
Byzantine ivory Koimesis attached to the 
cover of the Gospels of Chto IL: which 1s 
dated betore 1002. Moreover, in the New 
York panel the number of apostles within 
the canopy setting, is reduced and the acan- 
hus acroteria are borrowed from another 
source, the Entry into Jerusalem now in 
Berlin (cat. no. 99). Iechmically, the carving 
is exceptionally accomplished: the lattice- 
work of che baldachin, the undercutting of 
the angels receiving the soul, and the organic 
relationships of the figures are cormnparable to 
those fearures of the Berlin and Muruch mones, 
which sugpgests thai all three were produced 
in the same artiszic milieu. Addirionally, the 
wear sustained is consistent with that of other 
ivaries ot the period. The Munich panel 
originally belonged to a triptych, whereas 
the New York icon once may have formed 
part ot a larger feast cycle, lhke the Koimes:s 
1vorY plaquc in Houston (cat. no. 95), with 
which it also shares striking stylistic and epi- 
graphic features, including the mu engraved 
as an upside-down pi. If these works, and 
the Entry into Jerusalem trom Berlin, are 
regarded as representative of the level of 
artistic achievement in the Byzantine capital, 
they form a coherent group of icons. Another 
fragment, from a panel of the Deesis in the 
Musce du Louvre, while related, is less 


refined.* CTL 


[. Athens 1386, n. 95. 

2. Eustratiados 1930, pp. 325-390, esp. p. 332. 

3. Munich, Baverische Staatsbiblothak, CLM qqsă. 
4. Paris, Louvre, AC 863, 


L.ITERATUEE: Goldaschrmidt and Weirzmanri 034, 
vol. 2, no. 234; Goldschmuidir 1935, pp. 24-27. 


EXHIEITION: Minneapolis 1973, no. 42, illuș. 


102. Icon with the Koimesis 


Byzantinc, second halt ot rath centure 

Stcatite, partially gult 

13 X 112% 17 EI (i E gi X Ain.) 

PROY'ENAKRCE: From the Este callecțion, Viodena. 


Kunsthistorisches Museum Wien, Kunstkamrner, 
Vienna, Austria (8797) 


Beginning, in the tenth century, steatite, or 
soapstone, became, along with ivory, a 
favored medium for precious, generally 
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private icons. It was carved with many of 
the same images and may well have been 
worked by the same craftspeople who carved 
ivory. Ţhe simularity ot the rwo media 1s well 
illustrated by companng this image of the 
Koumesis xath the impressive war KOIMESIS 
that now adorns the cover ot the Gospel 
book of Otto III :n Munich (Bayerische 
Sraatsmbhothek, elm. 4453). Akin în scale 
and imagery, they also share a plerced-work 
canopy, a showpiece of cechnique that became 
a hallmark ot the so-calle Painterly Group 
of tenth-century Constantinopolitan Ivorles 
and was imitated în steatite, Steatite occurs 
in a number of colors, bur the sofi green of 
the Vienna icon was preferred. As with a 
number of isories, this steatite was enhanced 
with gilding, which must have harmonized 
well wuth the color ot the stone, he large, 
unmottled plague used here must have been 
very Costy. 

Almost two hundred steatites have sur- 
vivecd, but few date from the tenth century. 
The Koimesis îs the subjcet of both tenth- 
century steatites; 1t was a favored subject for 
Ivory, too. The scene as shown here 15 similar 
but not identical to that an the worm from 
Houston (cat. no. 9şi. Llere it 1s John who 
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hunches behind the Yirgin's upper body, 
rather than Peter, as on the Houston Ivory, 
Jesus was believe to have given che care of 
his mother to John, and many accounts of 
her death ptace it in John's home; thus John 
olten plays a sigimificant role in deprctions 


ot her demisec. 
AC 


1. Kalawreznu-Maxeiner, Bzantine Icons, 1985, vol. 1, 
PR. 3437. 


LirrgarunB: Beckwith r970, p. LO7, pl. 197; 
Weitzmann et al. păz, p. 12, pl. p. 27; Kalavrezou- 
Maxciner, Avzaztizr Icons, 1983, YO 1, pp. 20 25, 
337, D163, IL. MU, 1. 


FEEHIBITIONS: Paris rgar, no. 726: Athens 1964, 
NO. TIr: Vienna 1077, NO. 24. 


103. Icon with the Hetoimasia and 
Four Saints 


Eyzanrinc ((Constanrinople), lare roth-early uth 
centuri 

Steatite, th traces of red palyehromy, in wood 
framt: 

Sa KIz Xp CIN (FA E ga e A UL) 


BIFLANIIUM 


[uscaIigEu: H ETOIMACIA (he Prepararioni, 
() APX MKXHĂ (Archangel Slichael); O APA 
VAYPHHA [Archangel Gabrielj; EYATTEAIK 
MAPT HECINICRAT i AN APARENTEC EK IIEPAT 
TECCAP ; ETOMOTATU TIPU TA T KAHPOYA 
EPAREIA TYTXANOYTCIA OI CTPATHAAT (Lhe 
stratetatai, having appearedd from the four ends [of 
the earth] as witnesses ta the divine prongunce- 
ments, are nus ready te be awarded a [place in 
heaeen]); 0 A AHMATPIOC (Saint Demetrios), O 4 
EEDAUPOC | Saint Thecadore);, O A CEOPFIOC | Saint 
George), + A TIPOKOLIIOIC (Saint Prokopros) 


CONDITION: Ă large crack extends the wideh of 
the lower half of the icen, which is Further fragmenr- 
cd into several pieces; the lower right corner and 
portions ot che remanrung three corners and at che 
frame arc lost; the surface is worn and serarehed; 
iraces at red paint appear an the outer border ot le 
IAN, 


P'uovEenANCE: Former in che collectious at he 
cornresse de Eehapue and che margquis de Ganay; 
ențered the Musce du Louvre in 1988. 


MĂ usce du Leuwre, Departemeni des bets dr, 
Paris, France, 188 (CA 11152) 


This exceptional panel is one at the largest, 
oldest, and most complete surviving exam- 
ples af Middle Byzantinc steatite carving. 
Because at the softness and tragility of thus 
stone, most &xtant steatite icons, ke thus 
one, are fragmentary and worn. Herc, how- 
ever, enough ot the fine carving remains to 
inilicate thar it was executed by an accom- 
plished artist, In stele, it is comparable to a 
number ot the outstanding, Ivories attrib- 
uted to the Romanos Group, including the 
Harbaville 'lriprych (cat. no. 89). 

ne icon is also noteworthy for its iconog- 
raphy. he Hetoimasia, the throne prepared 
for Christ's Second Coming, appears above 
four frontally depicted standing satnts. The 
subject of The Hetoimasia îs all but unique 
among surviving steatite icons. With the 
exception of thus work and the Deesis in the 
State Hermitage, Saint Petersburg, the rep- 
resentations on all other eleventh-century 
stcatites are restruted to saints.” In the 
upper register of the prescnt icon, the 
archangels Michael and Gabriel flank the 
Hetoimasia, on the cusmon cf wlhuch rest 
C.hrists robe and a Gospel book. Instruments 
at Christ's Passion — the cross, lance, and 
sponge on a stafl — are visible behind the 
thronc. Hcawly embroidered /oroi, which, 
according to the emperor Constantine VII 
Porphyrogeunetos (r. 0945-59), simbolized 
the Cross as the instrument of Christ's vIc- 
tort over death, form part of the courtly 
costumes of the archangels. The entre com- 
position of the top register signifies the 
impending, Last Judgment and the salvatioa 
made possible by Christc's incarnatien and 
crucifixion, 


103 


[n the lower register the four popular muli- 
tary saints— Demetrios, Iheodore, George, 
and Prokapios — have bcen selected as rep- 
resentatives of the righteous, who will be 
rewarded ar the Last Judgment. The starul- 
Ing saints wear courtiy garb rather than the 
military apparel in which they are more cus- 
tomanily shown. Instead of weapons the saints 
carry crosses, symbols ot their martyrdom. 

The smail size of these steatire icons, their 
iconography, and the discovery af several 





exampies in the excavated remains of private 
homes indicare that they were used for per- 
sonal devotion.* The Hetoimasia icon would 
have encouraged the worshiper to contem- 
plate Christ's Second Coming and the an- 
ccipated salvation ot the righteous. It also 
motivated the tathful to emulate the cxam- 
pic set by the tour saints in the bottom reg- 
ister and to seek their intercession before 
God. The inscription on the trame of the 
icon between the two regisrers makes thus 


intention explicit, proclaiming to the wor- 
shiper that these four saints have earned a 
place in heaven. OZN 


1. Durand 1988, p. 100. For the mworics belonging to 
the tenth-century Romanos Group as first dehned 
br (uuldschmudt anul W'eitzmann, sec Golischrnide 
ard Wentzmanii 1334, val. 2, pp. 14-17. For the 
redaung ot some of the iwories ini che Eamanos 
îroup to the secera half ot the eleventh century, 
see Kalavrezou-Maxeiner 1977, PP. 307-245, 

2. kalavrezou-hlaxeiner, Avzazrine Icons. 1085, 

PB. 63-64. 

„HD, val, 2, p. 1241, 

4. Ealavrezou-hiaxeiner, fivzanrine Îcps, g%s, 
pp. 65-67, 87. 
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LITERATURE: Shlumberger 1goz. pp. 229-365; 
Froehner gas, pp. 4-6; PEulil igrq- 1, vol. 2, p. 613; 
Diehl 126, vol. 2, p. 571, lig. 331: Brehuer 1936, p. 23; 
Cache de La Ferte 19ș8, no. 60; Bank, “Sreatites” ora, 
p. 362; W'eltamann 1972, pi. 46, Bank, Pnilednoe, 1978. 
pp- ş2. 103, fig. 77; Kalavrezou-Maseiner, Ayzantine 
Teosa, gts, ru, 3, Duran 1085, pp. 0-4, Paris, 
Ayranre, I992, D174. 


ExXHIBITIONS: Paris gg, ni, 31; Paris, Byzerce, 
[992 NO. 174. 


104. Icon Fragment with Saint 
Theodore Stratelates 


Byzântine, 1th century 
Srearite 
21.5 x 11.7 cra (BA x qi m.) 


Musew Sacru della Biblioteca Apostolca, Yancan 
Cizy (982) 


His attributes ot shield and spear propped 
incongruously against the neutra! back- 
ground, Saint Theodore Strarelares (the 
General) stands in the familiar profile pos- 
cure of prayer, interceding far the viewers 
who venerate his image, A knotted colunn 
behind him supports the beginning of an 
arch, and Theodare is shown in hat aAmounts 
to a mirror image, his sword hanging to his 
right for lett-handed use. These teatures 
indicate that The rehef was once larger, no 
doubr displaying a pair of praving saints who 
both faced the center. The image is broken, 
llustrating the friability of steatite, or soap- 
stone, favored trom the tenth century omward 
for smali private icons. Ihough solter than 
vor, Lt was carved with scenes like those in 
Ivory, probably by the same craftspeople. 
This image shares the broad, neutral grourul 
and dry menculousness that characterize 
eleventh-century ivories, and it 15 attributed 
to the same date. 

The saint, Lheodore Stratelates, became 
prominent in the tenth century, when he was 
venerated by Byzantium's warrior emper- 
ors, especially John I Tzimiskes (r. 969-76), 


POPULAR 1MAGERIY L37 


TO+4 


who buult a church dedicated ta him in the 
capital. Along; with George, Demetrios, and 
the older saint Theodore Teron (the Recrut), 
the higher-ranked Theodore Stratelares 
became one of Byzantium's most popular 
defenders, and he occurs on many Icons 
either alone or paired with a fellowr soldier, 
most often George or Theodore Teron, 
Crilians as well as soldiers turned to muli- 
tary saints as protectors in the court ot heaven, 
so this icon need nat have had a military 





patron. În its later life, however, it must 
have belonged to a Western knightly ansto- 
crat, who had his own arms engraved ori 
Theodore's shield. 

A WC 


LITERATURE: Volbach 1935, p. 17, pi. vu; Bank, 
“Steatites;” 1a7a, p. 368; Matt et al. [974 FLO. 121, 
Kalavrezou-Maxciner, Avznutine Icons, 1985, Vol. L, 
PP. 63, 939-100, 0, &. 


ExuisiTious: Edinhurgh 158, no. r2g; Athens 
1064, NO. 124. 
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105. Icon with the Cruciiixion and 
the Entombimment 


Ryzantine, 12th century; 13th centure (Latin 
recarvirig) 

Stcatire, partialhy gilded 

2 X 15.5 CO (De x Bia 1.) 

DROY*ENANCE: Basilewsky collection, Paris; 
cnrered the collecrion ot the Hermurage in 1885. 


The State Hermitage, Sant Percersburg, Russian 
Federation (i-a) 


This large rectangular icon îs carved out of 
steatite, a soft, dense stone af a light gray-green 
color, which beginning in the tenth century 
became a popular medium for private icons. 
The two repgisters show the Crucifixton 
above and he Entombment below. The 
Crucifixion includes not only the Virgin and 
John but also Mary Magdalen and the cen- 
runion Longinus. The Enrombment, or 
Lamentation, became a common subject in 
the taeltth century and 1s often found in 
church decoration. The Virgin, lamenting 
the loss of her san, bends over his body ro 
embrace him. Her lett arm stretches across 
his body, her face close to hus but not touch- 
ing; it, as it is in late-rwelfth-century examples. 
John holds Chrisrs hand, while Nicodemus 
and Joseph of Arimazhea lift the shroud. 

During; the rwelfth century a new type of 
image was developed in diptychs and bilat- 
eral icons, most of them for private use. In a 
single composition Christ's suffering and 
death was juxtaposed vath the suftering of 
the mother for her san. În the same tradi- 
ton this stearite icon brings together in a 
small panel the scenes of the suffering of 
Chnst and the lament of the Virgin. 

The Greek inscription identifying the 
Crucifixion has been scrateched oft; that of 
the Entombment (ENTAPHACMOC [sc]), 
although rubbed away, is msible at the rop 
right and left ot the scene. The inscriptions 
for Christ and the Virgin have been retained, 
as have the faint remains of BEOAOTOC tor 
John in the Crucifixion; all secondary figures 
ini the scenes, even those the Ryzanunes dud 
not label, have been given L.atin inscrip- 
TIOIIS: 5 M MADALENE, 5 ION, CENTYRION, 
M IA (Maria lacobi), m SA (Mana Salome), 
$ 10hNS, NICOD'M, IOSEP. This relabeling; îs 
accompanied by recarving of folds and faces. 
Not all the figures have been reworked 
equally: the Virgin in the Entombment, 
hardly touched ar all, 1s the most representa- 
tive example af axelfth-century Byzantine 
carving, style. The most extensive recarving 
was done on John's garment and Christ's 
loincloth in both scenes, where the deep-cut 
folds arc unlike țhose seen in the centunion's 


10$ 


mantle in the Crucifixion, Christ's hair and 
beard and the beards of the other figures have 
been reshaped. Chrisrs beard is quite unusual; 
it looks as if a braid has been arranged around 
his face, and he has also gained a long mus- 
tache. These features and the carving tech- 
nique used are distinctly non-Byzantine, 
Presumably this icon was recarved when it 





came into Latin hands in the early thirteenth 
century, to judge from the paleography. 
1 K 


LITERATURE: Bank, Ryzanzine Art, LOȚE, n. 146; 
Kaiavrezeu-Maxeiner, Byontine fcors, 1983, pp. 13638, 
TIC, 45. 


106. Yotave Plaque with Saint 
Hermolaos 


Eyzanrine, early 11th cencure 

Copper repousse, veich chasing; anul engraving 

32 x 23 CM(2% xn) 

CONDITION: Îhe placut îs incomplete on three 
sices; rmust ot the border, the Arst ec letters of the 
inscription at the top left, and the feet of the saint arc 
rnissinig; the green parana 15 modern, 


PROYENAKCE: ta, Feuardent, Paris, taalerie 
Segredakis, Paris: Micolas Eoutoulakis, Paris and 
(zenema, 


Dumbarten tdaks, Washington, Î.C. (87.2) 


Standing frontally in the center of the rect: 
angular plaque is a nimbed, bearded saint with 
short hair combed in loose locks over his fore- 
head. The inscription, O ATIOC EPMOAAOC, 
idenufies hurn as Sant Hennolaos. Dressed in 
lizurgical vesrments, he wears a phelonion 
that falls in YV-shaped folds, a tunic with 
decorated cufts (epimanikia), an embroi- 
dered square cloth (encBeirien) that hangs 
trom his waist over his right thigh, and a 
long stole (epitrachelien) around his neck 
that falis in two long hands, ending below 
the knees, that he 15 a priest and not a bishop 
is indicated by the absence of an onzophori- 
di, the cross-clecorated scarf that only bish- 
Ops were permiited to wear. În his left hand 
he holds a book with a decorated cover, and 
he blesses wath his right. Hermolaos was a 
medicai saint, believed to have taught the 
healing arts to Saint Panteleimon; he 15 fre- 
gquently shown in the company of rwo 
other healing saints, Kosmas and Damtanos, 
known as azarpyrei (without money) because 
they oftered their services ani performed 
cures for free. 

The plaque originally had a border on all 
four sicles. Framed by two narrow decora- 
tive bands, the surviving, border consists of 
an incomplete dedicatory insenption in Greek, 
engraved in double-line letters. Beginning at 
the upper left corner and originally ending 
probably at the lower right, it reads: YIIEP 
HIAL KE COTIIPHAC KE APECEOC AM 
(For the health and salvation and forgive- 
ness of the sins |of |. . .); the name ofthe 
donor has been lost. Such plaques were 
offered as ex-votos to a church or shrine in 
the hope that the efficacy of the prayer would 
continue 'as a result of their physical pres- 
ence.! Five holes along; the upper and lower 
edges of the Saint Hermolaos plaque indi- 
cate that 1t was attached by nails to an arctu- 
tectural element, such as a column or templon 
screen, as at Hosros Loukas, in Phoks, where 
there are shallow: cavities tor the attachment 
of circular plaques on several columns of the 
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remplon.? Figured copper plaquces also func- 
tioned as icons, as noted in the will ot che 
statesman Eustachuios Boilas in 1059, 

The quality ot the workmanship îs fugh, 
The eyes, hair, beard, and garment decara- 
uons are engraved in minute detail, anul the 
facial features, figure, and garments arc con- 
vincingly wroughr. The figure style and 
double-line letters are comparable to those 
of a copper-repouss€ medallhon with Saint 
John the Theologian in the Staatliche Museen, 
Berlin, dating to the eleventh century? 
and a gilded-copper votive plaque with the 
standing Virgin Ilodegetria in London 
(cat. no. 331), dating to the eleventh or 
twelfth century. Related also 1s a very fine 
eleventh-century broaze relief in the Museum 
Maver van den Bergh, Antwerp. În general, 
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the figure style îs similar ro that of ivory 
caruings ot the lare tenth and early eleventh 


Centiuries, SAR 


1. See CUIB, vol. 3. pp. 1256-57, uuder "Votes. 

2. Schultz anii Barnslev ral, p. 32. 

3. VDVOTIIS 10957, PI, 268 11. 203 4 rele 100115 at 
copper”), 

+4. Berlin 983, p. $7, no. 36; Valbach raze, pe. 148, 
Tm, 2233 (L.65g2). 

3. Brussels 1pâz, p. 130, BR 23. 
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107, Icon with Saint Demetrios 


Eyzantinc ț(onstantinaple), first half of 11th centure 
izold ani cloizonne enamel 

14.3 X 8.6 CO (si e 3 1.) 

INSCREIEELD: O AFIOC/AHMHTPIOC (Saint 


Demetrios) 


CONDITION: There are several steeply dhagonal 
scratches in the gold background. 


PEOYENANCE: Icon cu Caospel book coreeri:), 
Monastery of Caclari, Georgia; Ș. P Balachor collec- 
rion(?), Saint Perersburg; A. W. Zyenigorodskii col- 
lection, Saint Petersburg. 


Staatliche Muscen zu Berlin Kunstgewerbemuseum, 
Berlin, Cacrmany (27.21) 


A youthful, bearded Sant Demetrios, the dea- 
con martyr and patron saint of Thessalomke, 
is shown frontally, standing on a decorated 
das, both hands raised in prayer, Richly pat- 
terned and colorful, this relatively large 
enameled image is both dramatic and 
imposing. 

The coloristic style of the panel has been 
compare both with that of the Monomachos 
enamels (cat. no. 145) and with that of the 
prophets — a generation later in dare — on 
the Tala d'Oro în San Marco, Venice, Klaus 
Wessel" proposed a dare closer to that of 
the Monomachos plaques (about 1042-50), 
whuch is confirmed when the 1con is CoOmM- 
pared with earlier, simpler, and smaller enam- 
els assigned 1o che lare tenth century or 10 
about 1000 — as, for example, the Demetnos 
enkolpion in Halberstadt (cat. no. 108). If 
the Berlin enamel was part of a book cover, 
the ensemble may have resembled rhe book 
covers from the Bibloteca Nazionale Marciana, 
Venice (Cat. NO, 41), 

Lhe populanity of the image of Saint 
Demetrios in the Byzantine realn is attested 
by the number of preserved reliquaries, 
enkolpia (cat. nos. 108, 116, 117), icons, 
IYOrIEs (cat. no. 81), steatites( cat. no. 203),* 
enamels (cat. nos. 108, 117), Mimature 
mosaics,* panel paintings (cat. no. 69). 
glyprics (cat. no. 132) and glass cameos.€ 
The sant also appears, in monumental scale, 
in the mosaics at Hosios Loukas, Phokis,? 
and in the stone relief on the west facade ot 
San Marco.* His richly patterned chlamys, 
with irs inverted hearts, probably reflecta 
actual contemporary textile patterns. The 
earliest example of this motif may be seen in 
The seventh-century pier Mosaics in the 
sainvs martyrium church in Thessalonike.” 

AD W 


1. Wessel 1967, pp. 198-u, n 35. 
2. A. Grabar 190, pp. 3-28; A. Grabar, “Nouveau 
Eeliquaire” 1954, Pp. 307—13. 


3. Bank 1366, nos. 150-s2, 156, Paris, Brzazce, 1932, 
NOS. 173, 176. 

. Demus 1991, 10. 4, pl. Y. 
Bank 1ş6%, na. 7ab. 

+ Landoni, Byzantis, 1994, Na. 204b. 

. Kazhdan and Maguire 1091. fig. 3. 

„ Demus 1960, fig. 40; Balumore :978. pp. 30-32, 
No. 71, illus. 

9, I am indebted to Irina Andreescu Treacdaid ter 

this absereatior, 
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LITERATURE: Kondako 1âpz, color title page; 
Berlin 1963, no. 4, illus.; Bank 196; Wicssel 1967, 
pp. 108, 11, no. 36, illus.; Berlin 18ş, no. a, illus. 


ExnrBiŢIonş: Faris 1gşu, nr. +03, Berlin 139, 
no. 1$, pl. 36; Essen 1956, no. 415; Athens 1964, 
na. 470, illus.; Brussels 1gâz, no. E.3, illus, 





108. Enkolpion with Saint Demetrios 
and Saint Mestor 


Bvzantine (Ceonstantinople), ca. 1oco 

Silver gilt, with cloisonne enamel on gold 

SR X 32 XM (24 XI x Rn), H. 45 Cm (14 in) 
excluding suspension ring, 


INSCRIEED: î) A AHME/TPIOC (Saint Demetrios) 


LONDITION: lhere are vertical scratehes in the 
background te Saint Demetrios's right. 


PROFEHANCE: Hagia Sophua: par ut the boc 
frorn the sack of Constantinople during the Fourth 
Crusade in 1224; Konrad van Krosigk, bishap of 
Halberstadr (r. [z02—8).! 


Dromscharz, Halberstadr, German: ț15a) 


The principal face ot this smail pendant reli- 
quary box serves as a lid that opens into the 
interior. Lhis door displays the standing 


figure of Saint Demetrios rendered in cloi- 
sonn€ enamel on a gold plague that îs framed 
by a notched border in silver gilt. (The rest 
of the box is made entirely of silver gilt.) 
Beneath the lid are vo interior sets of doors 
that reveal a tiny three-dimensional bust of 
Saint Nestor and a cavity for the blood and 
myrth of Saint Demetrios.” At the back is an 
engraved image of the standing figure of 
Saint Nestor.” Each saint holds a small mar- 
tyr's cross in lus right hand and raises has left 
palm in prayer. 

Demetrios, a Christian deacon martir 
and the patron saint of Thessalonike, was 
thought to have been executed along with 
Nestar, his companion and a Christian glad- 
iator, by Emperor Maximian (d. io). The 
link beraeen the Twa men was created or 
expanded in the tenth centurv.* Demetrios, 
as depicted here, is a vouthful, beardless, 
princely martyr, clad in a tun:c, chlamys, and 
slippers.* Nestor îs showm in similar parb, 
Later representations of Saint Demetrios 
rencted to pair him as a warrior with Saint 
George (cat, nos, 69, 116, 132, 203) rather 
than as a courtier with Saint Nestor. 

Along vath the ninth-century Fieschi 
Morgan Staurotheke (cat. no, 34), the enam- 
cled placue on this enkalpion may be regarded 
as one of the earlier Byzantine enamels, pre- 
dating all other images of Saint Demetrios in 
this medium (see, for example, cat. no, 107), 
The configuration of the cloisons and the 
simple color schemc represent an early 
phase in the stylistic and technical evolution 
of enameling. Furthermore, the present 
enkoipion contains one of the earliest repre- 
sentations of a textile embroidered wirh 
inverteid hearts — a motif chat appears in far 
richer contexts in many later enamels, such 
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as the Berhn Demetrios, the Cleveland 
enkolpion, and the Monomachos plaques 
(cat. NOS. 197, III, 145). 

WDW 


1. Riant 1875, p. 192, 

2, A. Grabar 19sc, fig. 7; Gauthicr 1983, p. 40, 
no. 17, illus. 

3. A. Grabar 1950, fig. 8. 

4. ODB, vol. 1, p. 605. 

$. Ibid. 


LITERATURE: Riant 1875, p. 192, Doering 1927, 

p. 66; A. Grabar r9sc, p. 6, no, 2, figs. 6-8, Wentzel 
1967, pp. 65, 67, fig. 3; Wentzel 1971, pp. 32, 36, fig. 22; 
Flemming ct al. 1973, pp. 245-446, fig. 119; Wentzel 
1973, P. $7, figs. 14a-c; Gauthier r983, p. 40, no. 17, 
ulus,; Eftenberger 1993, pp. 151-52, 157, fig, 37; Wixom 
1995, pp. 6643-64, fig. 10. 


109. Quatrefoil Enkolpion 


Byzantinc (Constantinoplc), late roth to carty rth 
century 

Gold, silver gilt, and clo:sonnc enamel 

4X 3.1 %X.90 CM (4 XIX in.) 


CONDITION: Three of he six pearls strung 
through the rings un the sides are lost, as îs some 
beading arounul the edge. 


Virginia Museum of Finc Ants, Richmond, Va. 
Purchase, The Arthur and Margaret Glasgow Fund 
(66.378) 
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The gold-and-enamel quatrefoil plaques of 
this two-sided pendant religuary are set in a 
silver-giit container that encloses a cross- 
shaped compartment for the relc. The pen- 
dant was originally encircled with pcaris 
strung on a gold wire threaded through 
rings on the sides, a common decorative 
technique used in medieval Byzantium 
(cat. nos, 47, 212). On the front Christ (IC XC) 
stands on a low footstool, holding a book 
in hus left hand and blessing with his nghr. 
Dressed in a pale blue tunic and dark purple- 
brown mantle, he is flanked by halt-length 
figures of Saints Peter and Paul (INETP and 
IIA A). All arc nimbed. On the back the Virgin 
Orans, inscribed “Mother of God” (MP 0Y), 
stands with her hands before her chest; she :s 
dressed in a dark purple-brown maphorion, 
with a light blue head scarf and a white sash 
at her waist, and is flanked by half-lengrh 
figures of the evangelists Luke and John 
(AOYK and IAN), their garments made of 
alternating, stripes of light and dark blue. 
The Greek inscnptions are in red enamel, 
and touches of red, green, and yellow enamcel 
enliven the otherwise muted colors. 

The tiny figures of tus enkolpion are sil- 
houettec against the bare gold background 
(known as sunk enamel). Their facial fea- 
tures are simplificd, with a single gold wire 
outiining the evebrows and nose and small 
circles filed with black indicating the eyes. 
The poses of the figures are succesâfully ren- 
dered, although the tfolds of drapery are 
sparingly drawn. The simplified features 
most closely recali those of the enamels on 
the Crown of Leo VI in Venice, dating to the 
late ninth or carly tenth centurv.! However, 
the proportions of rhe figures, the colors of 
the enamel, and the treatment of the drapery 
find closer parallels on the superb Limburg 
Staurotheke, darecd 964-65.2 Because both 
these objects are assigned to court Work- 
shops in Constantinople, the enkolpion has 
also been attributed ţo that city and dated to 
the mid-tenth century.* However, David 
Buckton, writing about a closely related 
enamel cross in the Briţish Museum, has 
concluded that although the earliest sunk 
enamel is thar on the Tamburg Staurorheke,* 
the group ot early sunk enamels with simpli- 
fied features rescmbhng those on the Crown of 
Leo VI should be dated ro the early elevenrh 
rather than to the mid-tenth century.5 His 
conclusioa 1:s supported by the enamels en 
the Chalice of the Patriarchs in Venice, dat- 
ing to the late tenth or early eleventh cen- 
tury, which combine both the simplhified 
features vf the Leo VI crown and the more 
compicx and detailed features rypical of 
sunk enamels, that 15, eyebrows filed with 
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cnamel and eyes provided with whites as 
well as irises.* For these reasons a dating to 
about 1000 seems likely for the Richmond 
enkolpion. 

Enkolpia are smail objects decorated with 
Christian imagery that were worm on a chain 
around the neck;:some of them were rehquar- 
les as well. Although worn as jewelry, they 
also served a pietistic function: their imagery, 
or in the case of a reliquary their contents, 
protected the wearer from harm.” They 
were made of many different materials, but 
cloisonnc enamel was the most precious. 
Contemporary descriptions menrion them 
as gifts, thereby explaining their dissemi- 
nation throughout the Byzantine sphere 
of influence (Georgia, Bulgaria, Greece, 
Ukraine) and the Latin West. Images of 
Christ and the Virgin were among the most 
popular subjects, but scenes of the feast 
cycte and portraits of certain saints, such as 
Demetrios and George, were also favored 
(Cat. NOS. 116, 117). 

SAB 


1. Hahnloser 1971, pp. 81-82, no. 92 (Grabar), 
pls. uxxui—1xxv; New York and Milan 1984, 
Pp. 120-—22, no. $ (Frazer). 

„ YVessel 1967, pp. 7s—76, no. 22; Rauch 1955, 
pp. 201-40. 

. Gonosovă and Kondoleon 1994, p. 119. 

. London, Byzantim, 1994, pp. I50—$I, NO. 165. 

. Ib., pp. 594 9. 

„ Ibud.. p. 595. 

„ ODB, vol. 1, p. 700, under Fukolpien (with 
bibliographvy). 
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LITERATURE: ODB, vol. 1, p. 700 (Enkolpron); 
Gonasovă and Kondoleon 1994, pp. 116—19, no. qi 
(with earlier bibliography); Wixom 1995, p. 663. 


EXHIBITION: Chapel Hill 197. 


110. Staurotheke 


Byzanune (Constantinople), late roth-early nth 
century 

Silver gil and cloisonnc enamel on gold, with 
precious StONCS 

H. 6.4 cm (24 in.); W. 8.4 CD (3% IN.) Wings Open; 
D. 1.8cm(%41n.) 


ÎNSCRIBED: On the tabula at the top ot the enam- 
eled cross, IC XC (Jesus Christ); beside the Virgin, 
MP &Y (Mother of God); beside Saint John the 
Theologian, O A li O E; an the Saint Paul pancl, 
O A TAY/AOC; on the Saint Peter panel, O A 
NE./TPOC; varlun the circles, Mlankung the cross an 
the back, IC/XC (Jesus Christ) 


CONDIIION: The gold surfaces ot the enameled 
plaques sbow cvidence of scratehes; the cabochons 
from the cxtenor ot the wings arc missing, 


Muşeo della Cartedrale, Monopoli, Italy 


The movable gold panel in the center ot this 
small, exquisite reliquary bears cloisonne- 
enamel| irnages ot Christ on the cross (the 
larter is of the arbor-vitae type) fanked by 
the Virgin and Saint John the Iheotogian. 
The interiors of the shutters show Saints 
Peter and Paul standing, both rendered in 
cloisonne enamel on gold. The top and bot- 
rom borders of the center section are also 
decorated with a colortul cloisonne-enamel 
stepped-cross pattern that recalls the rhin 
panels bordering the half-lengrh figure icon 
ot Saint Michael in the Treasury of San Marco, 
Venice,! as well as che small tragments in 
the ]. Pierpont Morgan collection at the 
Metropolitan Museum. The relic in the 
interior cavity could be seen when the 
Crucifixion panel was lowered. A decoratec 
Cross against an imbricated pattern appears in 
repouss€ on the silver-gilt panel that forms 
the back of the reliquary. "The silver-gilt exte- 
riors Of the shutters retain the bezels for gems. 
These rectangular panels and all the interior 
paneis are framed by notched borders. 

This reliquary of the True Cross is one 
Of several that were produced in the Middle 
Byzantine period, Among the three best- 
known miniature triptychs of this eype are 
the staurothekai formerly în Maastricht and 
nos in the Vauican, the example formerly 
11 Poitiers and now at the Abbaye Sainte- 
Croix in Saint-Benoit, France,* and one at the 
center of the Stavelot Triprych (car. no. 301). 

WDW 


1. Bochm, in New York arul Milan 1954, pp. qi 47 
(color illus. p. 142). 
2. CC, NE, 17.190.643, 646, 657, 660, 


3. See Riant 1473, pp. 202—3;, Froler, Religie, 1961, 
ne, 427; rola 19â$, fig. 13; Yolbach, Steurozbeca, 
1969. p. &, fiz. n. 

4. See Frolom, Refigae, 1961, no. 33, Frulow 1965, 

Pp. 57-38, 147, 134, 178, 184, 242; Buckron, ”Byzaneine 
Enamel” 1938, pp. 230, 240, figs. 7, 8, 10; Elaseloft 
1990. p. 20, fig. 15 (color), Skubiszevski roma, 
pp. 65-68; Durand, “ Eeliquaire” 19g2, pp. 1353-68. 

3. Woclkle rp8a, pp. 1a—22, figs. 6,7 (COlOTI, 37-30, 4. 
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xx, Beili Barsali 196â, p. qi; Volbach, Stamrotbeca, 
169, PR. $—L&, fips. i—4, LIpinsky 1970, pp. 1734-73; 
Fartol; Campanati 1982, no. 245, ps. 328, 328, Turin 
19ă6, pb. 170—71; Yenice 1988, 10, 13; Milan 1990, 
na, 66; Darand, “Eeliguaire: roaga; Paris, Byzarre, 
1992, p. 327, Îg 2; YENIc [903, NO. 942, Illug, 
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Ia. 44. 
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111. Enkolpion 


Bvzantine (Constantinople), late rrth-earhp rzth 
century 

silver gilt and cloisonne enamel 

H. ș.1 cm (2 in, including hinge;, e. 4.1 CUI (10% 101); 
D. (ăpPIDI.; „4 cra (11) 


ÎNSCEIRED: Um the front, D BAȘCIAEYC ICĂXC 
THC/40ZHC (Kung Jesus, Christ af Calan): MP AY 
(Acrher cf Czonlii  A HO BEOAGTOC (Saint John 
the Theologiani; an the back, 40 4 FA AOPUC 
(Saint Theadore); 0 A VEOP HU Saint Creorge) 


Cos BIrIon: The raiscd arcas of rclict on the front 
are orn and abraded, the “urgun's facc 15 missing 
anul mhere is a loss in Christ chest, the loops an the 
cdgcs arc crushed: small sections at the teristed vre 
and thc bezel arc lost; the cnamel 1s pitted as a result 
ot burial; a șliver of the background bencath Saint 
George's right arm anul the lumcr corner near his fect 
are missing; a portion of the tongue-anuil-aroove sus- 
pension mechanisra 15 als best. 


PR otruANcE: Purchased from Sime Paul Hallon, 


1972. 


The Cleveland Museum at Art, Clocland, Ohio. 
Purchase ftam the |. H. Wade Fund (72.94) 


Lhas tiny enkolpian, or breast pendant, was 
designed to protect its owner both through 
1ts imagerv and through the reiic that 1t as to 
contain. Pendanrs of this tepe — part jewel, 
part relhquary, and pari amuler— undoubt- 
edly were considered luxury objects because 
Ot their materials and their exacting rech- 
niques ot manutacture. The tront displays a 
silver-gilt reliet depicting the Crucifixion with 
the mourning figures of the Virgin and Saint 
John the Theologian. Crafted from a single 
shect ot silver, the relief seems to have been 
achieved through the use ot the repousss 
technique. Rectangular portions ot the cor- 
ners of this sheet were removed and the 
remaining edges bent so that the corners 


could be soldered ro form a casiry behind 
the Crucifixzion scene that would hold a 
relic.! Twisted silver wires and small loops 
were soldered ta the edges ot țhas container. 
Centered bebween the pwisted wires are the 
partial remains ot an encompassing thin sil- 
ver wire that originally was held in place by 
lvuops. At une tirme small pearls were proba- 
bly threaded on this wire, creating a frame 
that consisted of ros of pearls bordered on 
each side by che naisted wires, All the siher 
was fire-gilded, 

The thin plagque set into the back shows the 
haloed figrures of the bearded Samt Thecxlore 
Teron (the Becnut) and the beardless Saint 
(icarge of (Cappadocia, both in militar cos- 
turme. Îheir calf-length chlamyses are deco- 
rated with inverred hearts. Each soldier 1s 
identified by an enamel-filled Greek inscrip- 
tion with shght misspellings. The enameled 
figures seem tu occupy shallow depressons, 
which were detormed or worked back trom 
the basc plagque în a techniquc described by 
Dawid Buckron.” Lhe evidence for this lies 
in the presence ot shpht ridges in the silver 
background, outsizle the perpendicular walls 
of the depressiuns, tracing the figures sil- 
nouettes. Ldentification ot the composition 
oi the gold-colored cloisons has not been 
possible. They are made either ot şold, sil- 
ver gilt, or, most likely, electrum (a natural 
alloy ot gold and silver). Closonne enamel 
overlying a silver-galr shect, as here, appar- 
ently is rare, because rhe base sheets ot 
Byzantine cloisonne enamels heretotore 
have been described for the most part as 
made from gold alone.? 

The iconography of the Cleveland enkol- 
pion ies it to a number of other larger, beiter- 
kncswn enameled works, The militarț Saints 
Theoclore and fxeorge were extremely pop- 
ular and are represented fregquently either 
singlv, in pairs, or with other military saints.* 
However, a precise dating ot the enamel an 
the Cleveland enkolpion is elusive, since no 
dated works ot comparable smle and scale 
exist. The Halberstadt and Richmond 
enkolpia (cat. nos, 19%, 109) present a simpler 
and earlier style, Only the nverted-heart 
motif on a chiamys worn bv Saint Demetrios 
on the Halberstadt enkolpion hokds particu- 
lar relevance, as ir may be onc ot the eariiest 
manitestations ot this motit. 

The most significant analogies for the 
Cleveland îgures” opulent coloristic eifects 
and linear complicarions are found m several 
larger works. he earliest ot these are the 
enameled plaques of Constantine LĂ 
Monomachos (1, 1042-55), notable for their 
rich and intricate patterns not anl in the 
imperial figures but also in those of the 
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dancing wamen and the personificationş 
of Truth and Hurmuility (cat. no. 145). The 
inverted heart motits arc a pervasive part of 
the decorauve eftect, key mulitary costumes 
are found on the frame of the icon with the 
full-lengrh figure of Saint Michael in the 
Treasury ot San Marco, Venice.” More than 
ce the size ot the Cleveland figures, the 
four pairs of military saints represented on 
the enameled oval plaques provide a usetul 
comparison tor the treatment ot the chlamvs, 
culrass, skirt, and shield. While there are 
man difierences betieen the Cleveland and 
San Marco figures — rhe details are more 
precise in the larger series — they share an 
emphasis on a richly vartegated pattern of 
small umts of color and intricately inter- 
eiming clotsons. his effect îs also found in 
the enameled busts at Saints George and 
Demetnos on a Byzantine cron Of 1974-77, 
rade for a queen, which is incorporated 
into the so-called Hungarian Crown (see 
illus, an p. 187),€ as well as in the medallions 
of Saints Theodore, Demetrios, and George 
on the frame of the Dyurnati icon (cat. no. 
234). The Theodore image 15 of particular 
note because of the use of the inverted-heart 
mott on his chlamvs. From these analogies, 
and despite the difterences in scale, a late- 
eleventh- or early-oelfth-century date may 
be proposed for the enamels on the Cleveland 
enkolpion. Presumably, the mounting, with 
the repoussc Crucifixton plaquc 15 contem- 
poratt. Stylistic comparison with the latest 
Ivory reliefs in the Triptych Group anl with 
the steatire plagues trends to confirm this 
dating," 
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112. Double-Faced Enkolpion 


Byzarntirie (Comstauntinople), late uth-early 12th ceru 


(all aud cleme enarael 
4 2 X 2 CM Îi xx in.) 


ISNSCEIBED: On the front, MP4 (Mother of 
Gacxl); ot the back, in the lobes, Ic: SC (Jesus 
Christ], OB/Ta Kung ot ilor! 

CONDITICN: Ore corner extensiuui of che original 
Eram 15 lost, as 15 the enamel on the bed of Christ; 
much of he blue ground surroundine che Wirguni îs 
gar; only the cloisans roman ot the Yirgin's Lele 
hand and at rhe hand ot taci original in the upper- 
rL&ht corner. 


The Metropolitan Museum of Art, New York, NY. 
Purchase, Tila Achesen Vallace Gift, 1994 (1994.403) 


This double-taced enkolpion, or pendant 
worn around the neck, is one of che finest 
and most beautiful personal devotional works 
to survrve from the Middle Byzantine period. 
The delicarely detailed cloisonne-enamel 
images share a common backing, one thin 
sheet ot gold foil, a technical tour de force 
without parallel, On one side the bust of 
Christ as the Pantokrator (world ruleri 
stands alone on a golden frame level with 
the enamel,? The ground, svmbolic of heav- 
en, is reminiscent of the golden tesserae that 
surround mosaic images ot the Pantokrator 
in the domes ot Winddle Pyzantine churches 
(see illus. on pp. 25, 282). Christ holds the 
Gospel book with the hinges of the text 
apen, as !f to ofer the viewer access to the 
word of God. The inscription in the four 
lobes refers to his role as heaven ruler. 
Rasing his hand in benediction, he remains 
distant, his gaze directed to the sude. In the 
subtle language ot Byzanrine iconography, 
the siclelong, gaze represents Îus recognition 
of the Virgin on the reverse. 

The Virgin 1s shown looking toward her 
son 1 three-gquarter pose as she raises her 
hands in prayer, probably on behalf of the 
owner of the enkolpion. The rich green 
lobes and light bine ground that surrounel 
her associate her with earth and mich 
humankind. Above the Yirgan, in the upper- 
right corner, cloisons are all that remain of 
the hand of God (or the dove of the Holy 
Spirit?) which emphasizes her locarion on 
earth as she addresses her son in heaven. 
Her pose 15 that of the Virgin Haglosoritissa, 
or Virgin ot the Hol Soros (Relic). This 
type ot image is thought to take its name 
from an icon in one of the two churches in 
Constantinople that held her most holy 
relhcs. The mantle at the Monastery of 
Blachernai and the girdle in the Church of 
the Chalkoprateia were thought to represent 
the Virgin lasting pledge to protect her city, 
Constantinople.* Thas type ot the Virgin 
was popularized in the Middle Byzantine 
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centuries. Similar images of the Virgin 
Hagiosonrissa are found an other enkolpra, 
such as those now in Maastricht and Sofia 
(cat. nos. 713, 226), The outline of a more 
monumental image survives on an icon frame 
(cat. na. 236). 

The figures ot Christ and the Virgin on 
the Djumati enameis (cat. no. 234) are very 
similar in style to those seen here, suggesting 
a dlate in the late clevenrh or carly twelfth 
century for the enkolpion. 
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113. Enkolpion with the Virgin 
Hagiosoritissa 


Evzanrin (Constanunoph:, fenzrth ijuareer cat cur 
CENCUTY 

taold, suler gilt, arud cloisonuat enarucl 

IZA A LD CI ÎŢI ZX RU] 


PROYENARGE: Locumernted în Maaszriche tv 
I&1s, although possible there nurh earlier. 


Scharkimmer van de O. L. Yrouachasiluek (Treasury 
af the Church of Saint Mani, Maastrichr, Nerherlanuls 


An enkolpion is a liuele reliquar casker 
designed to be worn at che breast as a pre- 
ciuus jewel, Enkolpia are kninwn from Late 
Antiquity onward in îhe Byzanune world, 
ranging in material from bronze to gem- 
studded gold. The Maastricht enkolpion 
opens to reveal four tiny relicuare cham- 
bers, which now contain granules identified 
in Maastricht since the fourteenth century 
as grains of the Magi's incense; they may 
originally have contained tiny relics at the 


Mother of God, 
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A gold plaque with cloisonne enamel on 
the enkolpion's front depicts he Virgin 
interceding; with her son. She is udentilied 
by her customary sigla, MP 9Y (Mother 
of God), and by a partially destroyed epi- 
thet that Oskar Wulftf reconstructed as [H 
BAJAXEP[NIT]ICA (Biachernitissa). The 
enamel, often compared with those enamels 
on the Crown of Saint Stephen (1974-77), 
made in Constantinople for Geza ] oi 
Hungary, reflects both the peak period of 
Byzant:ne cloisonne production and the 
period when epithers naming; the Virgin 
prohferate. Blachermitissa rețers to the great 
shrine at Blachernai on Constantinople's land 
wall containing the relic ot the Yurgin's veil 
that had protected the city trom barbarian 
siege in 626, 717/1$, and 960. With the 
quirky humor so typical of great icons, 
however, the image on the enkolpion îs not 
one associated wirh Blachernai; rather, it is 
the one customanly known as Hagiosoritissa 
after the shrine housing Constantinople”s 
other great Marian relic, her belt. Yet the pose 
appears with other names, too; only late in 
Byzantine history do epithets settle on par- 
ticular poses, and ît may well be that the pose 
here reflects no specific relic but was chosen 
instead tor its supplicatory content, which îs 
echoed in the donor's inscription în the border. 

The inscriptian, which is only partly deci- 
pherable, rakes the form of a Byzantine 
dodecasyllable, names one Irene Synadene 
as the owner, and implores the “radiant 
one” — surely both the Virgun herselt and the 
radiant enkolpion — to intercede for her so 
the Lord will not condemn her for her sins. 
The Synadenoi were one of the most pow- 
erfui Constantinopolitan aristocratic famnl- 
les. 'Ihe Irene who is named here may have 
been the Irene Synadene who married iseza I, 
recipient of the Crown ot Saint Stephen; 
an the other hand, she may have been the 
Irene Synadene who, according, to a funer- 
arvy inscription of the 1130s, placed an image 
of the Virgin on her tomb “and prays that 
she will step in as a fervent intercessor for 
her at the Judgement so that Irene will not 
see țhe back of the flaming sword” 

The enkolpion's back is convex, alloming 
Lt to nestle on the breast and move with the 
movements af the wearer. Lhe silver-gilt 
Annunciation on the back is less elegantiy 
made than the enamel decoration of the 
front, Nanetheless, it seems ro be contern- 
porary with it, and the mwo were probably 
produced together. They create a coherent 
message, for it 15 by being “full af grace” that 
the Virgin can be an effective intercessor. 

The enkolpion 15 first mentioned in 
Maastricht in 1815, but it must have been 
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there by the sixtreenrh century, when the 
cavities containing, the incensc were repalredl. 
It may be that the enkolpion, like so many 
other precious obțects, reached the West in 
the wake of the Fourth Crusade (1202—4). 
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114, Medallion with &xorgon's Head 


Byzantine (Anatolia), carly 12th century 
Copper and clmisonne enarnel 
DIAM, 6.2 cm (2% in.) 


Muste du Lowe, Departement des Objets d'Art, 
Paris, France (04 6276) 


This copper medallion, covered on both 
sides with cloisonne enameling, probably 
was intended to enhance a woman's fertility 
or ofter protection against the difficulties of 
childbirth. Its prophylactic function îs indi- 
cated both by the image 1t bears and by the 
contents of its inseripuions. Framing the 
Gorgan's head is the Trisagioa, an invacation 
from Isaah (6:3) uttered by the seraphim 
and widely used to ard off malevolent 
forces: “Holy, holy, holy is the Lord of 
hosts; /the whole earth s full ot fhis glory|.”! 
The medallhon's back is inscribed with an 
abbreviated spell: “[O] wromb, dark |and |] 
black, like a serpent you writhe, like a drag- 
an you hiss.” In more complete versions the 
womb 15 urged to become “gentle as a lamb.” 
A silver medalhon in the Meniul Collection, 
Houston, has the same pair Of inscriptions 
and a similar Gorgon's head.” 


ILOR Y OF HBYZLANTIUM 


Ryzantine amulets were produced in 
materials of varving quality and cost, ron 
pressed cad or molded glass to gold or 
geimstones. 'Lhis one is unusual for its use of 
closonne enameling, anul for the degree to 
which its desigm and inscriprians are coordi- 
nated. The Gorgon has a flesh-colored face 
frame by dark blue hair; the seven serpents 
with blue-spotted bodies, green heads, and 
red tongues seem almost to hiss, and their 
arrangement— three above the Gorgon, 
one extended an either side, and a crossed 
pair below — parallels the depiction of the 
six-winged seraphim on Byzantine hturgical 
fans.* Technical features of this medallion 
connect it with the Innsbruck bowl 
(cat. NO, 281), P $ 
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115. Pendanț Icon with the Anastasis 


Byzancine, late r2rh century 

Gold, <loisonne enamel, sil*er, and ntello, suth silher 
Mount 

9.8 X 8-5 CT (34 3% Un) 


INSCAIBED: H ANA/CTACIC (The Anastasis) 


CON DITI EX: The icon is chipped in several places; 
there are small losses of enamel. 


PEOYEHANCE: Formeriy un the Blagoreshchenskii 
Cathedral, Masca Kremlin. 


State Histarmcal and Cultural Museurn “Moscow 
Kremlin” Moscow, Russian Federation (MZ 1147) 


In this pendant with the scene of the 
Anastasis, Christ, dressed in a blue mantle 
and carrying a double-armed patriarchal 
cross in lus left hand, 1s shown trampling, 
the gates of hell. With his right hand he 
grasps the arm of Adam and drags him out 
ot hus sarcophagus. Behind Adam siancds the 
fiszure of Eve, who raises her arms în a sizn 
of supplicatrion, and in back of her is the 
shepherd Abel, as indicated by his staft, who 
stands and gestures toward the scene. On 
the opposite side of this group are the Old 
Testament kings David and Solomon, standing 
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in a sarcophagus, in front ot Saint John 
Prodromos (John the Baptist), also shown 
standing, and blessing, with lus nght hand. 
An incised line behind each group of figures 
denotes the huli ot Golgotha, the site of 
the Crucifixion. The reverse bears a silver- 
gilt plaque with a Greek inscription in 
niella that refers to a reltc or relcs and a 
later incised inscription in Russian that 
alludes to the objecr's weight. 

The iconography, which has been shown 
to date as far back as the first quarter of the 
ninth century, îș rppical of that found in 
scenes of the Anastasis from the Middle 
Byzantine pericxl, alchough it did not come 
ine general use until the eleventh century. 
One ot the earliest surviving examples of 
this Anastasis iconography 15 seen în a lec- 
tonary now în the Lavra Skeuophylakion 
on Mount Athos, 

During the Middle Byzantine period the 
Anastasis became one of the most popular 
scenes represented in works ot art in all media 
(see, for example, cat. nos. 63, 68, 93, 230, 234), 
serving, to svymbolize Christ's Passion, the 
reenactment oi which, during the celebrationi 
at the liturgy, would ensure the worshiper's 
salvation, Adam and Exe, as the primogeni- 
tors of humankină, were included ro signify 
the salvauon of all men and women; Abel, 
whose death is described in Byzantine homi- 
etic liţerature as the antetype ot Chnsts human 
death on the cross, îs present as a Christ 
pe; and Saint John Prodromos is present 
as the one who prophesied the Passion, The 
hill of Golgotha is described by Byzantine 
writers as having; been split apart through 
the power ot Christ's scepter— here symbol- 
1zed by the patnarchal cross — at the moment 
of the Anastasis.* The pendant, most likely 
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the container for a relic, was thus a constant 
remirnler of the suftering of Christ and, when 
used in private devotian, would ensure the 
ultimate salvation of whoever wore it. 

The pendant is executed in cloisonnă, the 
enameling technique preferred in the Middle 
Byzantine period, which involved soldering 
thin gold wires known as cloisons ro a metal 
backing and then filling in the gaps with 
glass paste. Byzantine enamelists were high- 
Ie regarded throughout the medieval world 
as masters ot this technique. Here, the close 
placement of the cloisons not only demon- 
strates the perfection achieved in cloisonn€ 
enameling; by the Byzantine artisans but also 
creates a sense of movement and animation 
that îs typical ot the “dhmamic” Late Komnenian 
style, apparent as well in other works ot the 
period (ste cat. no. 77). 
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|. Sec Weitzmiarin 193%, pp. S3—gk. 
2. Karsoris 198, pp, 20426. 
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116. Enkolpion Reliquary of Saint 
Demetrios 


Byzantine !Thessalonike?), 12th-13th centuri 
Grolu arudl <onscainie eramrcl 
DLAM. 3.8 CI (Ii), De 10 CA (in) 


IX SCRIBED: On the back, on the Saint George 
medlallioa, 1 4 TEWP/TILO: (Sant George), 
around the border. AITEICE GEPAUIS PPOTPEON EN 


MAXALC EXEIN | He supplucates you to be his fercent 
guardian in bautles); around the sictes of the medal- 
lin, AIMATI Thi Chi KAI MTYTPU KEXPICMEAUOA 
(Being anointed by your blocd anul our merrh); on 
the face ot the annular addition, a nud-eighecenth- 
century Georgian inseription vhuch translates as 
“Sant Kethevan [the] Queen's rele: Cross: True.” 
CONDITION: The frorit lid îs missing; there are 
losses to the night side and ro the inscriptian on the 
medalion of Sant George. 


PROovENANCE: Purchase bre the British Museum 
UI 1926. 


The Trusrees ot the Brizish Museum, London, 
England |m&La 1926.41) 


The original front cover of this gold-and- 
enamel circular enkolpion ot che military 
saint Demetrios, now missing, has been 
replaced by an annular gold cover bearing, a 
Georgian inscriptien.! Beneath this cover, 
on a hinged rectangular flap, is an image of 


che saint Iying within a ciborium dressed in 
his mantle, eyes closed and hands crossed 
on his chest. A lamp hangs over him from 
the center ot the arch, Under the fap the 
face of the medallon carries another image 
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of the saint, sumnilar to the onc above but 
executed in repouss€ pold, thar shows him 
lying in what appears to be his sarcophagus. 

On the back a bust-lengrh figure of Saint 
George in military artire holds a raised 
sword în his righr hand and its scabbard in 
his left. The name of the saint is inscribed 
in enamel with red uncial letters on a white 
background. Running along the border ot 
the back and on the sides ot che medalion 
are to lambic verses referring to Saint 
Demetrios. The content of these verses sug- 
gests that the inscriprion must have begun 
on the missing front cover of the enkolpion, 
where it probably idenrified the medallior's 
patron.” 

The close iconographic simularities between 
the image of Saint Demetrios in his ciborium 
here anul the description ot the sainrs actual 
tomb in the church dedicated to ham in 
Thessalomike indicare rhar the enkolpian 
may have been produced there. In additiori, 
rhe inscripuon along the sices of the medal- 
lhon implies that the enkolpion was original- 
Iy created to contain the miraculous blood 
and myrrh that secped from the tomb of 
Demetrios. 

Such enkolpia were favored during the 
Muddle Byzantine period and functioned 
primarily as amulets for their patrons. The 
words ot the inscription on the back as well 
as the image of Saint (ieorge — one of the 
most popular Byzantine military saints — 
suggest that the man who commissioned 
th:s medallion was a military ofăcial who 
sought the protection of Saint Demetrios in 
battle (most likely the lost front cover held 
an image of Demetrios). Here the close 
connection af thesc two military saints 
ma be inferred by the direction of Saint 
George's glance; rather than gazing, directly 
ar the viewer, he looks to his right, toward 
the figure that would have been on the 
other side of the enkolpion. A comparable 
example in the exhibirion îs the enkolpion 
ot Saint Demetnos from Dumbarton Oaks 
(cat. No. 117), which on its front depicts the 
bust of Demetrios dressed in military garb 
and on its back presents two other militare 
saints, Sergios anul Bakchos, 
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Ii. The imăcruptuon Sugrgzests that the enkolpron cor 
tained a fragment of the True Cross arul belongecd 
to Saint Kethevan (a Georgian queen mariyred by 
Shah Abbas I in 1624); British Museum Quarter 1 
(1926-27). p. 33. 
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bad ot che saint 15 the basis tor zhe belict n the 
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sans Eremly. 
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117, Enkolpion Reliquary of Saint 


Demetrios 


Eyzannuine, 13th ih centaur 
Grald and cloisonne enamel 
PIAM. 2.8 Cm (1 1A1.), D. 6 cm (4 1N.) 


ÎNSCAIBED: On cither side ot the sainrs portrait, 


GA AINMHTPIUC (Saint Demetrios); encircling the 
portrait arid the side ot the rehquary, + CENTON 


1683 THE GLOQRY O0F BYZANIIUM 


AOSELGA AIMATOC AHMHTPIAIY /CITN MYPla 
tEPEI NICTIC H TO CEPIIOAITEI CE KAI Zi N 
KAL BAN PYCTEN EXEIA CT TOIC AY CIN 
MARTYCI KAI AGAOGOPLCIJC (The fauh cf Serguios 
carries |wears)] the venerable conraner veirh che 
blood and mrrch ot Sam Dhemetrros, Fe asks LO 
hac you as protector borh n fe and in dearh 
together vrith the maro weTOrrOts imartrs), 


Dumbartan (Daks, Washineton, D.C, (33.29) 


The small gold box-rehquarv in the shape of 
a medallion has enamel representations of 
Saint Demetries on its front cover and the 
military saints Sergios and Bakchos on its 
back. Saint Demetrios is shown bust length 
in cuirass and mantie, holding 2 spear and a 
sword. The rebhquary 15 locked at the top by a 
screw which îs attached by a hinge to a suspen- 
sion mng. When the reliquary 15 opened, 
centrai doors vath beaded borders are revealed. 
Thesc part to show a small goid-rehcef image 
of Saint Demetrios in his sarcophagus. This 
inner part is much the same in concept as 
those reliquaries thar imitared the whole 
sarcophagus in Thessalonike (see, tor example, 
cat. no, 36), The profile view of che reclining 
saint is found only in another very similar 
medallion reliquary in the Briuish Museum 
dating; from the thirteenth century. 

An inscription written In dodecasyliabic 
verse in white ename! letters on a blue back- 
ground identifies the relhquarps owner and 
tts contents. The to other martyrs men- 
toned în the inscription are Saints Sergios 
and Bakchos, who are represented full length 
an the back; each holds a martyr's cross and 
makes a praving gesrure thar idenrifies him 
as an intercessor. Lhese Dwo saints belong to 
the group of military saints, with whom 
Saint Demetrios had become increasing]y 
associated over the centunes. On the top 
ot the rehquary he appears in military dress, 
an iconographic representation that became 
more popular during; the eleventh century. 
Sant Sergios was the patron sant ot the 
owner, who was alse named Sergios and 
who here asks to be protecteul in this lite 
and after death. The owner may have been a 
military figure of high standing, perhaps a 
general, who wore this relquary for protec- 
tion and who, as the inscription states, hoped 
to be buried with it and to wear it after 
death. 1 K 


LITERATURE: A, Grabar, “Nouveau Reliquaire, 
1954, PP. 3053-13, Alexander 1936, pp. 3060-70; A. ROSS 
1965, Pp. IIL-I2, NO. 160. 





118, Saint Demetrios 


118. Pilgrim's Ampulla 


Exzantine (Thessalorike), 13ch century 

| ad 

H. €.5 cm (21% in), DIAM. acm (rul 
PROYENANCE: taratini, Western Lhracc, ireece. 
Archaculogical Collecnon, Kavala, Greece (Bza/ 
r$-z0-80, Eph. oi Bz. Art] 


This lead ampulla bears depictions of the 
heads of saints, produced by stamping into 
stone malds. On one side 1s Sant Demetrios 
in solther's garb and on the other, Saint 
Theodora of Thessalomke — ar perhaps the 
Virgin — in cepical Deests pase. The ampulla, 
which contained myrrh either from the 
ciborium of Saint Demetrios or from he 
romb of Saint Theodora in Ihessalorike, 
waiuld have been carried by 2 pugrim. It was 
found at Gratsianou (present-day Gratini), 
Western Lhrace, during the excavation ot a 
small church dating to the cwelith or îlur- 
teenth century. Byzantine lead ampullae 

of this rype continued he Farly Christian 
tradition of acquiring ampullae at holy 
sites. Those trom Ihessalonike were called 
kontrouvia. They are known to have con- 
tained depicnions ot other pairs of sants, 
including Demetrios with Nestor or 
George and Theodoulos with Matrana 
(cat. nos. 108, [16, 117). CEB 


LITERATURE: Bakirtzis re$z, pp. s23-28; Bakirtzis, 


“Ampullae,” rosa. 


119. Reliquary Cross 


Ezantine, roth-rrh centure 
Bromze 
13,5 X 7.8 X 23.1 C7N (64 x 34 x Ain] 


INSCEIBED: On the tront, beneacrh che crossartns, 
IAE G Y0/CO%Y jEere Is your sarii, ADY H MHTHP 
COY (Here is your morher | John 19:26, 27]; 


COxDITION: Lhe surtace of the cross 15 rubbed 
aărany ir a Lear areas; the unseriptroris uni the medallians 
are no longer visible. 


PROYENANCE: Wiilliani M. Xulliken, Cleveland. 


7 
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Priatt collection, New York, PY 


This relicuary cross is made up of Two sepa- 
rate crosses held together by a lunge at the 
bartorm, whuch allosxed the cross to be opened 
to expose the relic. The two auter sides arc 
decorated with scenes in relief. The Crucifixion 
appears on the front. Christ, wearing a colo- 
blum, Is shown standing against the cross 
rather than suspended from 1t, his head rest- 
ing; on his right shoulder, and flanked by che 
small figures of the Virgin and Saint John the 
Theologian standing, respectively, on the left 
and righr arms of the crossbar. Above the cross 
ate the sun and the moon, On the back of 
the reluguary îs the Virgin Orans surrounded 
by four medallions containing bust-length 
portraits of unidenrified saints who most 
likely are the Four Evangelists, given the 
close relationship between this cross and 
a similar one in the Cabinet des Medailles, 
Paris | Froehner 766), which also shows the 
Virgin surrounded by medalhons anth bust- 


aia. reni 





length figures, In the Paris example, how- 
ever, they arc identified hy inscriprions as 
the evangelists. 

Both this cross and the one în Paris are 
related ta a series of relquary crosses with 
the Crucifixion on the front and either the 
Virgin Orans or the Virgin Nikopoios sur- 
rounded by medallions of saints on țhe back. 
Other examples of this nepe include the sec- 
ond Phska cross (cat. no. 225).7 

It would appear that this group ot reli- 
quary crosses was produced in the urban 
centers of the empire, as they repeat the 
same composition and iconographic tppes. 
The large number of surviving examples 
excludes the possibihry that these crosses 
were used solely to contain fragments of the 
True Cross or other types ot primare relics, 
such as the physical remains of saints. It is 
much more likely that the crosses contained 
secondary rehes, such as earth or pieces af 
silk that had been made holy rhrough con- 
tact with the body of a saint. As 1s the case 
with many surviving relics and reliquaries, 
this cross was probably brought to the Wesr 
by Crusaders returning home from the 
Hoiy Land. ST 


1. Sue Paris, Byzazice, 1992, n0. 224, p. Uz, 
2. See also a cross in the Staacluehe Museen, Berlin; 
Yolbach 193, p. 149, no. 6q1q, pl. 3. 


EXHIBITICN: New York, “Aledieval Art” 1g6ă, 
N. A5. 
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120. Enkolpion 


Rvzantine jiconstantineple:), roth-—uuth century 
(Gold and mele 
H. 3.9 Ci (1% in] 


IMSCGRAIBED: Cin che îrort, ELAE/[ ELE Civ 
(Here îs mruur suni HAE MP [CEFr] (Here 15 your 
mother [John ror26, 27 ]+ on che back, XAIPETE 
LAN hal). 


CONDITION: Several areas ot the niello inlay are 
missing; there are small scratches cn bath ses, 


The fâcorge Cruz Collection, Geneva, Switzerland 


The Crucifixion 1s depicted on the front of 
this reliquary cross. Christ, wearing a colo- 
bium, appears to be leaning against the 
cross tather than suspended from it. He is 
flanked by the standing hgures ot the Virgin 
and Saint John the Theologian, who occupy, 
respectively, che left and right arms of the 
crossbar, Below the cross bwo soldiers cast 
lots for Chrisr's garment. 

In the scene on the back, the Chairete, 
Christ meets the Marys in the garden fol- 
lomwing his resurrecnon. He is shown stand- 
ing, his body slighrly turned ro the left, as 
he gestures în benedichion toward the Marys, 
who knecl at his feet. This composition 15 
similar to such early representarions of Christ 
Meeting; the Marys in the Garden as those 
on folia 1za of the Rabbula Gaspels of ș36 
and on a seventh-century icon from Mount 
Sinai. Most later works with this subject 
have very dilterent compositions. On a 
îwelfrh-eentury steatite ican, for example, 
Christ stands at the center, Hanked by the 
knecling ligures ot the Manys.? 

This cross is part of a group of historiated 
rehquaries, ali of which dare trom the ninth 
through the elevenrh century and share some 
details of iconography. The most famous 
example in this group 15 the Ficschi Morgan 
Staurotheke (cat. no. 34). The Crucifixion 
always appears an thc front, with Christ 
dressed in a colobium and flanked by the 
Virgin and Saint John the Theolagian. 
Sharrencd versians ot the verses from Țohn 
19:26, 27 (“Here 15 yaur son” and “Here is 
vour mother”) trecguentiy occur above che 
Crucifixion scenc. These reliquaries arc also 
decorated with christological scenes, as 1s the 
Fieschi Morgan Staurotheke, and some- 
times contain bust-length portraits of saints 
in roundels, as does the example tound at 
Pliska in Bulgaria (cat. no. 225).% The pres- 
ent cross, in the Oruz collection, 15 the only 
knonan instance af a hsronared relieuary that 
includes this scene ot Christ Meeting the 
Marys in the Garden.* 

Syria-Palesrine has been cired as the place 
ot origin of the colobium-elad Christ of 
the Crucifizion scene, who îs shown still 
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120. Front 





120, Back 


alive and propped against che cross. This 
does nat, however, necessarily point to a 
Palestinian origin for the Ortiz cross.” Anna 
Kartsenis has noted that depictions ot Christ 
wearing the colobium in Crucifixion scenes 
were widespread at least until the end of 
the so-called Macedonian period (867-1056), 
While the place at origin ot this iconogra- 
ph :s certainly Syria-Paiestine, the histori- 
ated reliquaries incorporating it were 
probably produced in a metropolitan locale 
in the empire, most likely Constantinople.* 
By the tenth and eleventh centuries, Syria- 
Palestine had declined as a Hourishing, cen- 
ter Of Christian art to such a degree that it 
15 unlikely that an object ot such tugh qpuali- 
ty as the Ortiz cross could have been made 
there. The mistakes in the inscriptions da 
not rule cut a Constantinopolitan prove- 
nance for thus religquari. 

The cross probably was used as a contain- 
cr for a relic of the True Cross. 

SI 


[. Forrhe Habhbula isspels, see Cecchel er al. 
roșg, tal. 1aa; for the Sinai icon, Weizmann, 
“YVorikomoklastische Ikome” 1986. pp. 317 23. 

2. See Kalerezou-hiaxeiner, Byzantrne cor. Lys, 
val. 1, pp. 16364, no. 68, vol, 2, pl. qi. 

3. Dărnucheva 1376, pp. 39-66. 

+. Rartsonis (1986, p. Lan n. 18) provides a chart nol- 
ing the occurrences nt fifteen chiistalagical scenes 
ai arnpurllac, rings, censers, ard relhquarics. The 
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(hairete Is nor included among the scenes repre- 
senred an the histonated reliquarics, probably 
because the Ortiz cross was unpublisherd at that 
time. The scenes that do occur ant the historiared 
reluquaries of this group are the Annunciation, 
Nativity, Presentation in the Temple, Baptism, 
Transtuuranon, Crucifizuon, Anastasis. and 
ASCETISICIĂ, 

4. Rosenberg 1922, part 3, pe. 42Ef, 

6, As has been sugpested bv Țeffre Spier, in Londarn, 

În Purat of the Abrabute, 10904 DO. 259, 

. Kartsonis 1986, p. 93. 

8. Rartsonis (1986, pp. 1186-23) argues for a Constan- 
tinopolitan origin for the group ot historiated reli- 
quaries; she bases her assernon an literar sources, 
enameling, and nicllo techniques. style, and iconog- 
rap, as meell as on rhe decline ot Swria-Palesuine 
as a cenrer of Chriscian art. 


= 


ExHLBITION: London, În Purrsart of tbe Absolute, 
IO TU 259, 


121. Cross-Shaped Enkolpion with 
the Crucifixion and the Virgin Orans 
Flanked by Saint Basil the Great and 
Saint Gregory the Miracle- Worker 


Byzanrine |i_anscantinaple:), arh uuh cena 
(sală and clensonne name 
A.1% 3.4 Gr (2% X 1 In), L. (Chain) 62.2 Cm (24% în.) 


INsCaIBED: The Virgin, Saint Basil the Gareat, and 
Saint Gregor; the Miracle-Vorker are dențified by 
abbreviated unciat ins prins in Care: MP Hi 
(Alather cf Carex; BA; CIA (Basil, TPLO E/AYRI 
anegrore che WLicace- Worker) 

CON DITION: The front ot the cross, probabh; 


depicting, the Crucifizican, 14 Lost. 


FROFESANCE: Saud ro have been excavatead from 
the site of the forcat Palace in tonstantinopie; in the 
Adalphe Steclet callectien, Brusscls, and then the 
collecucn ct Phihppe R. Srocleri purchased bir the 
Enuish sluseum in 1g&s. 

The Trustees af che British Mustcura, London, 
Emtghană (MaLA 163.6 3.1, 


hus small gold enkolpion, cross shaped 
vrth slightly flaring arms, was originally 
composed of rwo halves that opened and 
were hinged at the foot of the cross, lhe 
surv1ving, enameled back of the cross 15 made 
af wo gold sheets joincd together. The sil- 
houettes of the enamel figures are cut out of 
the top sheet, creating a gold background. 
On the vertical arm uf the cross the 
Virgin is depiered fronraliy, standing on a 
tootstool with hands raised to her chest, 
her palrns facmg the viewer. The arrange- 
menr ot rhe enamcl cloisons delincates the 
draperr ot her dark maphorton and the sim- 
plilied features ot her tace, where a single 
cloison 15 used to render her cses and nose. 
On the horizontal arm ot the cross, bust- 
length hkenesses of ro bishops and Church 
Fathers Hank the Virgin: on her right, Saint 
Basil the Grear, and on her left, Saint 
Gregory the Miracle-Yorker. Saint Basil is 
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portrayed as a middle-aged man with short, 
dark hair and a dark, pointed beară; the 
upper part of hus oznepborten 15 visible. Saint 
Gregorr 15 shown with short gray hair and a 
trim, rounded beard; the upper part ot his 
ozephorien 15 also visible. The inscriptions 
and the outline ot che Virgin's halo are exe- 
cute in red against the gold of the cross. A 
varicty of saints in different combinations 
can be seen surrounding, the Virgin or the 
Crucifixion on small pectoral crosses such as 
this as well as on larger processional crosses 
(cat. no. 26), indicating that the individual 
taste of the cross's owner may be reflected 
in the particular choice of the rwo Church 
Fathers who flank the Virgin. 

As the sign of Chrisrs victor; over death, 
the cross was the most popular Christian 
symbol, and small cross-shaped enkolpia 
were worn around the neck as powerful 
amulets protecting, their bearers from evil, 
The talismanic power of these objects was 
usualhy enhanced by placing little relics inside 
them; many pendant crosses were construct- 
ed aș cases that could be opened to reveal 
țheir contents, Such enkolpia were very 
popular in Byzantium. Made in assorted 
shapes and materials, including gold, silver, 
bronze, and lead, hey have been tound not 
only in the territories of the empire but also 
in neighbornng states, signifpimg the piety ot 
their owners. A small silver pectoral cross 
was found in Bulgaria (cat. no. 225), for 


132. Front 


example, and similar cross-shaped enkolpia 
were excavated from rombs in Denmark 
(Cat. 10. 335). 

Small gold and silver crosses were given 
as gifts by the emperor to the court on Palm 
Sunday and other occasions.? The present 
<TOSS, Said to have been found in the area of 
the Gareat Palace in Constantinople, may 
have been one such umperial gutt, 

DE 


i. For insrance, the depicucn ot bnshops in the 
Metrapalitan Museurn's processienal cross (car. 
NO. 23) seems ta teflect the caste and profession 
oi the man 'xha comnmuissioned it, the bishop 
Lev mennonied în the dedicatory inscription. 

2. Vogt Ly35-40, vul. 1. p. 161. Ser also SĂ. Ross 
TAS—S7, Pp. 22—2+4. 


LITERATURE: Vogt [93440 ol. 1, p. 161; 
MA, Ross 195&—57, PP. 22—24. 


ExniarTiunm: Lendor, Breaza, 1004, DD. 165. 


122, Pendant Cross with the Four 
Evangelists 


Eyzantine, second half at ch century 

Cold, gold filigree, cloisonne enamel, gems, and 
pearls 

9 x 5.8 cm (ai x 24 in.) 


CONDITION: The central enamcl 15 missing, as arc 
the cabuochon gem an the right crossarm and înc af 
the cabochon gems fankung the medalhans; one 
pearl 15 missing from two ot che pins issuing, Hrorn 
the angles at the arms. 








122. Back 


PROVENANCE: Probably from Kiev; Uwvaror col- 
lecriun, Moscow, State History Museura, Moscow. 


State Pushkin Muscum ef Fine Arts, Moscow, 
Eussian Federation jp-râr [AY păr, Îl zbh-a2£]] 


This small enameled cross has flaring arms 
that terminare in clousonnc medallions in 
senk enamel, each with the frontal, half- 
length figure of an evangelist, identified by a 
red champleve enamel nscnption in Greek: 
Saint Matthew (top), Saint John the Theo- 
logian (bottom), Saint Luke (left), and 
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Saint Mark (right). Each saint has a halo ot 
translucent green outhned untrh dark blue and 
wears a bright blue tunic and a clark blue(?) 
himation; each holds in bis left hand a book 
with red endpapers and a yellow cover deco- 
rated wnrh a green cross. The missing central 
enamel, shghtly larger than the others, proba- 
bly contained an image of Christ. 

The surface of the cross is decorated in 
enamel with ornamental patterns (palmettes, 
florets, and zigzag border) in red and white 
against a dark blue background, and each arm 
is set with a cabochon gem (one of these 15 
now missing). Additional cabochon gems 
were originally placed at esther side of each 
crossarm near the medallons. Radiatring from 
each of the four angles made by the crossarrnis 
is a gold pin set with ro pearls; around the 
medallrans and cabochons runs tisted-wire 
filigree. On the back of the cross is a cruci- 
form recess for the relic. 

The function of this relquary cross remans 
elusive. There is a wide suspension loop at 
the top, wluch îs customary for a pectoral 
cross, but the presence ofa smaller loop at 
the bottom indicates that this was not an 
enkolpion. It has been suggested thar the 
cross served as an intermediary suspension 
device, perhaps for a vonve cron Or some 
other precious object,” but no such devices 
in precious metal survive from the Middle 
Byzantine penod. Furthermore, a reliquary 
cross used for that purpose would be most 
unexpected, There arc straps with enameled 
medalhons on some chalices, such as the 
Chalice of the Patriarchs in the Treasury of 
San Marco, Venice, bur these are all hinged. 

The intricate overall enamel decoration 
of the cross links it to well-known eleventh- 
century enamels such as the /97as pendant 
(cat. no. 146) and the recently acquired pen- 
dant in New York icat. no. 112), though the 
patterns diter and the qualiry of rhe present 
work 15 less fine. The proportioas af the 
figures and the drawing of the faces, with 
sharply arched, well-detined eyebrows, 
almond-shaped eyes glancing, sideways, and 
clearly delineated hair outhned with shghtly 
nervaus cloisons, are related, if somewhat 
distant, to the style ot the Crown of Sant 
Stephen, dared 1074-77, and to the enamel 
medallions, dating ro the sccond half of 
the eleventh century, on an Icon frame at 
Dumbarton Oaks, Washington, D.C. A 
date in the second half of the clevenrh cen- 
tun; seems likely. 

The quality ot the enameling; 15 cornpa- 
rable to that of other enamels attributed to 
Constantinople. Lt the cross was found in 
Kiev, where it was first acyuired,” it demon- 
strates that enameled reliquaries made în 


1Ța 





123. Front (left), cele container (center), and back (right) 


Constanrnnople were widely distributed 
beyond the borders of che empire, mostly 
by gitt but perhaps also by purchase. Cross 
reliquaries exported from Constantinople 
as courtiy gifts include the Esztergom 
Staurotheke and the reliquary triprechs on 
the Stavelot Iriptvch (cat, nos. 40, 301), 
SARB 


— 


. The descripuon at calar is trom Eondalko 182, 
p. 153. 

„ Ibid.; Frolome, Rehgae, 1961, p. 256. 
Kovăcs and Lovag 1980. 

MM, Boss 1965, Ap. 103 6, 10. 14. 
Kondakov 1892, p. 168. 


td 


a E 


LireaatugE: kondakor 18gz, pp. 68-a; 
Moscor 1077, vol. 2, p, 8a, no. ș3o (th bibliogra- 
ph”); Bank 1985, p, 302, 0, 174, COLOIPL, 174. 


123. Cross-Shaped Enkolpion with 
the Crucified Christ (front) and the 
Virgin Orans (back) 


Byzantine, th century 
Suler anul cuello 
71 3 3.3 CM (2% 25 14 in.) 


Penaki Museum, Athens, fareece (21992—21994) 


CGross-shaped enkolpia were widely produced 
during the Middle Byzantine pericxl, refiecring 
the popularity of these amulezic objects for the 
contemporary Byzaântine. Combining the 
prorective power of the sign ot the cross and 
the rehcs they were made to contain, these 
reliquary crosses continued and enhanced 
the Christian veneration for che sign of the 
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cross, a tradirion well developed since rhe 
fourth century. 

This cross is one of the finest examples of 
Its type. It is made of two separate silver cross- 
es Joined at the top and bottom, creating a 
case that swings open from the upper hinge. 
On the front the crucifted Christ 1s depicted 
in micllo: hc stands erect—outstrerched arms 
nailed to the cross, head slightly turned to the 
right, eyes wide open —and wears a colobi- 
um with two clavi; his feet, nailed to the cross, 
are supported by a large footrest,! Christ's 
name is inscnbed over his head, and the sun 
and the moon flank the top at the cross, On 
the back the Virgin Orans, standing, on a plat- 
formn, is also executed in niello. The hand of 
God descends toward the Virgin's head, and 
mo angels with staffs flank her on the hori- 
zontal arm uf the cross. The exalted position 
of the Virgin, implied here by the hand of God 
and the adoning, angels, is an unusual icono- 
graphic subject for such crosses. Custornarily, 
the Virgin is portrayed flanked either hy 
evangelists, as in the silver cross trom 
Copenhagen (cat. no, 335), or by military 
saimts and Church Fathers, as in rhe crosses 
from Komotini, Greece (cat. no. 124). 

A secund cross-shaped case, which would 
have conrained the relic— probably a piece 
of the True Cross — was made to fit the hol- 
low spact formed by the outer case. A cross- 
shaped aperture cur from he middle of this 
second case allows the wearer to glimpse 
and touch the precivus rel enclosed and 
protecred within. 


Although some iconographic elements may 
vary among, Middle Byzantine relicqpuary cross- 
es, scenes of the Crucifiron and the Virgin 
appear with thc greatest frequency. Another 
reliquary cross in the exhibition (cat. no, 224), 
dating from the ninth century and most likely 
from Constantinople but found in Bulgaria, 
has many formal and iconographic similari 
ries with the present cross. Both are made of 
precious metals (the Buiganan cross Ls gold), 
as betit reliquaries desuned to bear pieces ot 
the rue Cross, and both contain separate 
reliquary cases with cruciform apertures. 
While the iconography of the Bulgarian 
cross îs the more extensive ot the two, both 
include depictions of the Crucifixion and 
the Virgin Orans. DK 


1. (n he icenographr af zhe crucihed Christ, see 
Kartsonis 1986, pp. 33-39. 


LITERATURE: Kartsorius 1Qâf6. 


ExHIBITLONS: Athens 1964, NG. 437, Athens 1986, 
no. 203; Athens Igga, no. 3q. 
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124. Three Enkolpia with Military 
Saints 

Byzantine, nth-azth century 

Bronze 

A. 7.3 X 5.5 CM IZA X 214 1.] 

E. 7.5 X 5.Ș CM Îi A 211.) 

C. 8.5 X 3.5 Cm (2 £X i) 

PEOYENANCE: Parma, Rhodapc, Garcece, 


Archaeological Museum. Komorini, faretce 
(13005 1301, 1302/25-5-1987) 


These three bronze enkolpia were found 
during the excavation of a narrow, single- 
alsle Byzantine church dating from the 
eleventh or tweltth century, wluch stood near 
the modern village of Paterma în the moun- 
tain massif of eastern Rhodope in Ihrace. 
The arms of crosses A and B terminate în 
convex semicircular protrusions on either 
sicle of the four roundels. În each, a bust in 
relief of a military saint, holding a spear in 
his right hand and a shield in the left, fills 
the end; there is a fifth roundel at the point 
ot intersection af the arn3s. The backs of the 
crosses are flat and without ornamentatiori. 


One bears the crude carved inscriptian 
[AJTH[OCI TE[OPII [IOC] (Saint George). 
The faces ut the saints are rendered in broad, 
schematic lines and lack the usual individual 
features, thus making it impossible ro idenrifi 
them. Cross enkolpia of this rupe, with convex 
semicircular terminals and small protrusions, 
were common after the eleventh century; 
examples may be seen in Athens in the Benaki 
Museum (no. 11426) and in the Kanellopouloş 
Museum (no. 867). 

Cross c, a simpler form of double-sided 
enkolpion, would have contained a relic of a 
saint or a fragrnent of the True Cross and would 
have been uscă by its owner as an amulet, 
One side of the cross is intact and contains 
a depiction in repousse of the crucifiec Christ 
wearing a long coiobiumi; on the back, which 
has not survrved, the Virgin was shown a5 In 
a Deesis. 


On the basis of their stylistic and icono- 
graphic feavures, these crosses have often 
been dated to the sixth through the ninth 
century. Lhe examples from Paterma, how- 
ever, and from other excavațed sites in 


Thrace and elsewhere in the Balkans, are 
believed to date to the eleventh or twrelfrh 
century. Certainly they were mannfacrured 
in more than one Byzantine center. 
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LITERATURE: Bakirtzis and Zekos 1931, pp. 34-36. 


125. Enkolpion with the Crucifixion 


Byzantine (Thessalomike), early 13th century 
iroled. cloisonne enamel, aud gold tiligree 
9.7 X 6.2 % 1.3 CD (3 X 20 X 4 UN) 


CORDITION: Small areas ot enamel ar zhe top ot 
the cross and on the body at Christ are damaged, 
and the surtace ot the enamcl îs slightly abraded; the 
Ld does not fir securcle inta the relquar bax, and 
the container for che rele is missing, ciamagc irormi 
soldcring has occurred at the cmds ot all tevur arms ot 
both box and lid, possibly eviderice ot carly hinge 
attachments or perhaps part of the elaborare nine- 
reenth-cetieuri (2) MUOLUAE, MO lost! 


FROVENANCE: Hiount Athos; P. Sevast any, 
Saint Petersburg; N. P. Botkin, Saint Perersburg; 
Walter Burnas, Leomdori;, Mr and Mrs. Robert Vocnls 
Bliss, Washington, D.C. 


Dumbarnon Oaks, YVashington, D.C. (36.20) 


Tlhus enkolpion is in two parts: a flat, tully 
enameled lid with the Crucifixion and a 
cross-shaped gold box missing its interior 
fitting for the relic. The back is decorated 
with an engraved and punched border, and 
the sides with a scroll of rwisted-ire Algree 
between borders of twisted vre, Originally 
there was a loop for suspension at the top, 
indicating, this was an enkolpion.? On the 
basis of a similar enamejed relquary cross in 
I.eipzg, which has hinges at the ends of rhree 





arms, the same attachments may be assumed 
for this cross.* The enameled lid shows Christ 
wearing a white loincloth, his eyes closed and 
head tulted but standing; relatively erect, blood 
spurting from his side; the nails in his hands 
anul feet are small black circles outlined in 
gold. His transiucent green halo has an inner 
xhuite cross, and borh nimbus and cross are 
outiined in red. A bright blue background 
with gold cloisonne spiral scrolls* surrounds 
the black cross, which 1s outlined in red and 
has, at the bottom, a white skull (Adam) 
against a green hullock. Above the cross 1s an 
inscription în white against the blue enamel 
background that reads: IC / XC O BACIAEC 
TIIC AOEIIC (Jesus Christ, Ring of Glory). 

Fine gold cloisons are used sparingly to 
outline Christ's body, including the rib cage 
and sromach muscles, as well as his factal 
features, hair, and beard. There 15 no internal 
modeling of the hair or beard. In contrast, 
the loinclorh 1s drawn with dense parallel 
Lines that define its multiple folds. Because 
the figure lacks a strong $ curve, the body 
does not hang, heavily in death, as it does 
on ţhe Cosenza cross, and there 15 2 sense 
Of calmness and repose rather than suftering 
and death. 

The style of thus cross is treguentiy linked 
with that of the Cross of Qucen Dagmar in 
Copenhagen (cat. no. 235), dated about 1200, 
and the relizuary of Saints George and 
Demetrios in London (cat. no. 116), which 
15 dated to the early thuirteenth century and 
said to be from Thessalonike.? An even more 
compeliing comparison 15 with the enameled 
cross in Leipzig, cited above, which bears a 
closely reiated Crucifixion and the identical 
inscription. This has also been assigned to 
Thessaiormke but dated to the second half of 
che thirteenth cennury.€ a date that may be 
too late. 

Andre &zrabar has demonsrrated the close 
association of a series of relquaries of Saint 
Demetrios, dating; from the eleventh and 
bwelfrh centuries, with the shrine of that 
saint in Ihessalonike. The shrine became a 
pilerimage center in the Middie Byzantine 
period because the Holy Land, controlled 
by the Muslims, was closed to Christian 
pilerimage. Further, on the basis of these 
reliquaries, most ot which were enameled, 
Grabar established the lhkelihood that 
Jhessalomke, in addition to Constanninopie, 
was an important center of enameling (see 
cat. nos. 108, 116, 117). The bright, saturat- 
ed colors of this cross are suthcientiy like 
those ot the London rehquary that an attri- 
bution to Thessalonike and a date in the 
early thirteenrh century are also likely. 

SAR 
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ai. Friumniăt 


1. Lacroix 1873, p. 133, fig. âe. 

2. For the tuncucn ct an enkolpion, see cat. no. 199; 
ODB, vol 1, p. 700, under Erkalpion (th babh- 
Ography!. 

3. Eftenberger 1983, pp. 114-27; Berlin 1477, Pp. 60— 
61, N. (12. 

4. Similar gold scrolhork wirhin a blue enamel cross 
UCCUrS 1 a BOOK cover in Venice, dates to the vaelith 
or thirteenth century | Hahntloser 1971. pp. 27-25, 
no. 14, pl. XXI; Wessel 1067, p- 168, no. ș2), 

4. i. Boss ps, vol 2, p 110, 00. 14, Wessel rug, 
p. 1d5. ru 3. 

6, Eftenberger 1953, PP. 11424, ESp. pp. 122, 124, 

Ag. 1. 
7. A. Grabar 1950, pp. 3-28. 


LITERATURE: hi. Ross ps, pp. 109 10, TU. 15, 
Wessel 1967, p. 186, 1. 60; Eftenberger 1983, p. 122 
n. 61, fig. 6; New York and Milan :084, p. 170, fig, 18. 


ExRIBITIONS: Dans 1565: Paris 1931; Boston 
1940; Cambridge, Mass., Fogg Art Museum, 1945. 


126. Cameo with Christ Biessing 
(front) and Cross with Inscription 
Mentioning Emperor Leo VI (back) 
Frrzartine (Constantiople), nud-roth centure 


[asper 
4.71 3 Cm [a o 14 1.) 


TASCRIRED: On the back, on the cross, IHCOY 
CANON ţŢesus, save); in the corners, AEO NTA 

AFC INO[T] (despotes Leo) 

LOA NITIAK: The pendant was hraken harizortal- 
Ip and is nn repaired. 

PROYEHANCE: Vatican colleerion (cightcenth cen- 
tury); Hildburg collection; purchased in Spain by 
the YVicrona and Albert iluseum. 


The Board ot Trustees ot the Victoria and Albere 
Museum, Lomdon, England (4.21-1932) 


Cameos with religious imagery were objects 
ot private devotion in the Byzantine world, 
used as portable icons or amulets, the pre- 
Cious ur semipreciuus nature of the mnatenal — 
In țhis case green Jasper — enhancing their 
intrinstc value, 

On the front of this oblon cameo Christ 
stands on a suppedaneum, making a gesture 
ot blessing, with his right hand and holding 


a closed book în hus left. On the back is a cross 
atop a small sphere. The inscnibed invocation 
translates as “Jesus, save Aespotes Leo”; the 
term Aespates was used primarily to designate 
the emperor but was also an epithet for God, 
the patriarch, or a bishop. The inscrtption here 
must refer to the emperor Leo YI (r. 856-g12). 
Inscnptions that «dentify the patron or recip- 
ent provide an important basis on which a 
chronolog* for Byzantine cameas can be 
established (srylistic analys1s alone does 
NOT, in Most cases, vield conclusive results), 

The well-proportioned figure of Christ 
15 firmlv planted an the ground, The garments 
tree tal! to a Howing hemline and the deeply 
incised folds further emphasize the rhree- 
dimensionality of the body. The hgure's 
material nature is also heightened by the 
cross nimbus and rhe suppedancum whuch 
overflow rhe picture frame, extending onto 
the stepped border. The object 1s stylisticalhy 
reminiscent of the ivory triprrch associatecd 
with Constantine VII Porphyrogennetos 
(£. 945—59) in the Palazzo Venezia, Rooms; 
indecd, he incistons rendering the folds of 
the garment are almost identical in the two 
works, This pendant should be attribured 
to a Constantinopaolitan workshop of the 
same mid-tenth-centurv period, The soft- 
ness of the jasper accounts for the high-relicf 
carving of the eyes, nose, and beard. 

MG 


LITERATURE: Annual Rete 1933, p. &, fig. 1; 
Wentzel, “Danerte” 1q4g, pe. 12. 


ExHIBITiaxs: Edinburgh igșâ, na. 84; Brussels 
găz, St. 2. 





127. Fronţ 


127, Cameo with Christ Pantokrator 


Byzantinc, 1sth zenture 
Elocxlstoorue 
4.5 % 3.09 60 [0% x in) 


INSCRIRER: Cn the tromt, LX (Jesus Christi; 
on the back, cn căther sul of the patrarchal cross, 
KE BILE ci AN la (Lord, help our seneant 
[ohr) 

CLANDITION; The item COTNErs and a SECTION 
at the top arc broken aff; there arc chips in several 
places on borh sicies; the surtace ot Christ's nose 15 
worn domn through rubblrg, 


The izcorpz Ortiz Collection, Genesa, Switzerlanil 


Christ Pantokraror 1s shown bust length and 
th a gemmed halo on the front of thus 
cameo, holding an open book in hs:s Icft hand 
and blessing wirb his right, While this sub- 
ject in Byzantine art 15 usually reserved for 
monumental decoration, as on a dome, 1t 15 
sometimes found on smaller-scale obțects as 
well, as, for example, an this cameo and on 
vories in the Louvre and in the Fitzwillam 
Museum, Cambridge (cat. no. 834,B). 

A number ot cameos surrive from the 
Middle Byzantine period. The majority are 
executed in Jasper, bloodstone, and sardonyx, 
and contain the single figure of either Christ, 
the Virgin, or one of the mare popular 
Byzantine saints, such as Demetrios ar 
Theodore. 

The Ortiz cameo probably was used for 
private devotion, as indicated by both the 
inscription on the back, which mentions the 
owner, John, and the wear on the surface af 
Chrsr's nose. Anthony Cutler has described 
the practice at repeatedly touching the image 
of a holy figure and rubbing especially sig- 
nificant parts, such as the face of Christ. În 
was beheved that thus would briruz the wor- 
shiper into a closer relanonshuip with that holy 
personage, increasing the lhkelihoad that the 





127, Back 


latter would intercede on behalf of the sup- 
plicant tor his or her salvanon. 

The execunion ot the Ortiz camee — 
specilically the closc attention to detail in 
che face of Christ and the sharp delineation 
of each strand of hair and each drapery told — 
1s comparable to that of other fine cameos 
from rhe Middle Byzanrine period. The high 
reliet anl the plasticity ot the carving ot the 
bust of Christ place the Ortiz cameo firmly 
within the context of other Byzantine cameos 
that date trom che tenth century (see cat. 
NOS, 126, 128, 129].2 

ST 


1. Cutler igg4, pp. 22—29. 

z. Excn closer in sb;le is a large aspir cantuccă uri cut 
Kremlin, Moscow, showing 4 standing Christ. 
Sec Bank 1954, no, 152, p. 208. 


Lin pubiis hd. 





138. Front 128. Back 


128. Caineo with Bust ot Christ 


Byzanrine, lare roth—earlir 1th centuri 
Blocdstone 
DIAM, 3cmâră inj 


IÎMNSCRIBED: On the front, IE NE EAFAMILI 
(Țesus Christ the Mercifuli: an thu: Pack, XIPICTE co 
BEC 0 ELCO CE FAILI ZU) OTE ATTYIMASEI [Christ 
our Lord, he who pus his hope in the vill mar tul). 
LANDITIAN: The camza 15 slightly chipped 


arcul the edges. 


PRUYENANCE: Former în the «collection ot tic 
duc d'orleans, Paris, to State Herrmitage, secol half 
ci the ciphreenth ceruri. 


The Scare Iernutage, Sant Petersburg, Russian 
Federatia (43-353) 


On this slightly oval cameoa is a bustof 
Christ carved in rehef. He rases his right 
hand im blessing; and in his lete holds a 
Lrospel book. The book cover carries a 
rhomboid ornament rather than the more 
usual cross; it May be inrended ra depict a 
jewel-encrusted copy of the Gospels. The 
inscription flanking che bust of Christ and 
especially the simple five-line prașer on the 
back suggest that the cameo was used as an 
amulet, It was probably worn as a pendant, 
The artist made full use ot the properties 
ot the greenush stone, the dramatic red veins 
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sagnuifying the blood of Christ on the cross and 
providing a concrete reminder of the promise 
of salvation. The cameo can be compared with 
coins and seals of the Macedonian dynasty 
(867—1056). Ene pellets decorate each arm of 
che cross nimbus, as they do on coins of the 
first half of the eleventh century. The broad 
face of Christ, his features, the folds of his 
garment, and the sryle oi carving all suggest 
a dare in the late tenth or early eleventh cen- 
tar. Particular attention has been lavished 
an the wude-open eves and the stray lock oi 
hair on Christ” forehead, a characterisnic detail 
at the prevailing portrait type of Christ in 
tenth-century Constantinople, a type thought 
to derive from the miraculous impression 
ot Christs face on the Mandyhon, ar Holy 
Towel—a precious relic preserved in 


C.anstantinople since 944. A G 


LITERATURE: Bank 1955, pp. 210-013, tables, 3, 4 
Hank 160, pp. 122, 125, 128, no. 7oa; Bank 1962, 

p. 135; Bank 1971, p. 7; Moscow 1977, Ol. 2, no. 634, 
pp. 120, 121; Bank, Prhiadnoe, 1078, p. 122, lg. 108; 
Bank 1ş$3, p. 300, Îips. 162, 163, 


129, Camea with Christ 


Byzantine ((_anstantinoplei, rorh-11th cenrur 
Lapis lazuli and gold 
15 X 7.8 cra (5 x 3 in.) with mounting 





120. Front 


INSCRIBED: On eurher side of the hale, 16/ x 
(Țesus Christ); above and below the arrms of the 
cross, IC XC NI/KA (Jesus Chris conquers) 


PROYENANCGE: Formerly in Blagoweshchenskii 
Carhedral, Masca Krernlin. 


State Historical and Cultural Muscurn “Mosconar 
Kremlin” Moscow, Russian Federauon (DK 143) 


This large lapis lazuli camea is rectangular 
in Shape, with a rounded top. Carved mm lugh 
relief, 1 shows Christ standing on a dais, 
holding a book in his left hand and blessing 
with his right. The armns ot the cross inscribed 
in Christ's halo are decorated with gold dots, 
as is the Gospel book. On the back ot the 
cameo 15 a cross, the arms ot which termu- 
nate in a trefoil design. The gold mount, of 
later date, is Russian. 

The subject matter oi this cameo 15 curte 
common among, examples surviving from the 
Middle Byzantine period. Cameos from this 
period usually bear images derived from 
icons, singe images of cither Christ or the 
Virgin, shown bust length or, as in thus case, 
full length. Single images of some of the more 


popular Byzantine saints, such as John the 


Bapiist, Creorge, Lheodore, or Demetrios, 
also appear. Narrative scenes are rare, 

QO£ che several cameos that survive from 
the Middle Byzantine period, the majority 
are executed in bloodstrone, jasper, or sar- 


dona. Cameos carved in lapis lazuli, such as 
thus one, are less common, 'Ehe use of this 
rare material, in conjunction with the cameo's 
large size, testiiies to the love of display and 
to the use ot rich materials in the artistic pro- 
duction of the period. 5T 


LITERATURE: Pisarskara 1063, pl. XXXIX, Îigs. 20, 21: 
Tarkevich 197$, fps. 286, 287: Bank 1977, nos. 159, 
160; Bank, Prikladnoe, 1978, p. 104. fip. 120. 


130. Roundel with the Virgin Orans 


Byzanune (£ ionstantineple), ca. 1078-Bi 
Serpentine 
DIAM, 17.3 Con (6% In.) 


INSCRIBED: Flanking the Virgin, MP 2Y (Mother 
ot God); surrounding the Virgin, + OK [BOJHBEI 
SLKIIDOPii 14 0APICTU AECITOH Tu RUT ANEIATH 
(sol-bcarer, help the (_hnst-loving lord Nikcphoroș 
Enaneiares! 


CONDITION: A diagonal break across the Yirgin's 
face has been repaired; severa] letters are lost in the 
EHILET LIISCTIPELOII. 

PEOYENANCE: În the Maconys collection în Î4rcans 
by the seventeenth century; che Heiligenkreuz Abbey, 
near Vienna, aler Tâ&r; acquired by the Victoria and 
Albert Xluseum în 1927. 


Ihe Board at Trustees of the Yicroria and Albert 
Museum, Lander, England (A.1-1927) 





The serpentine disk contains a bust ot the 
Virgin in low relief. She is veiled and haloed 
and is shown with her hands raised as if in 
prayer. The surrounding inscripuion invokes 
the aid of the emperor Nikephoros II] 
Botaneiates, This association of the piece 
with Nikephoras, who reigned from 1078 
to 1081, provides a firm date, 

The relief :s unusual in many respects, 
The inscriprion includes the word filozkrista 
(Chnst-loving), an epithet often given to the 
emperor, but Aespotes (lord, master), which 
also appears, is a raritș before it was officially 
adopted as an imperial title in the twelfth 
century. 

Swelistically, the broad, heawy features at 
the Vargan lack the delicacy normally associated 
with the end of the eleventh century, but the 
style may be compared vith that of reliet panels 
now in Berhn frora the Church of the Vugin 
Penbleptos in C-onstantinople (cat. no. 12), 
which may also have been established by the 
patronage of Nikephoros Botaneiates. Fol- 
lowing his forced abdication in 1081, Nike- 
phoros passed his final days at the Peribleptos 
Monastery and was buried there. 

The iconography of the roundel 1s also 
unusual. În representations of the Virgin 





Orans, her arms are nearly always raised to 
the sides rather han to the front, Fiowever, 
this type 15 not unknown; rurerous lead 
seals from the eleventh century represent the 
Virgin in a similar pose, as does the north- 
west dome of the Panagia Kosmosoteira in 
Pherrai, Greece, dating to 1152. On the 
back a bust of the Yirgin has been roughly 
scratched, 

The function of this roundel also presents 
a probiem. It 15 too large to have been worn 
as jewelry, and no comparable pieces af 
thus size have been preserved, It has been 
sugpested that it was an inlay in a piece of 
church furniture or chat it was sct into a door 
surround. Given the srylistic simitarities 
with the relief sculptures from Peribleptos, 
it may also have come from there, perhaps as 
part ot the decoration of Nikephoros's 
umperial tomb. RO 


LITERATURE: Belting 1072; Ecckwith 1079, p. 24; 
Williamson 1986, pp. şo-9r; Wilharnson, in London, 
Byzantiut, 104. p. 158, 


ExunrgIrioxs: Paris 1931, no. 121; Edinburgh 
1958. no. rog; Athens 1964, no. 119; Brussels 1082, Şt. 3; 
Lonidan, Byzaztie, 1994. DD. 171, 


131. Cameo with Christ Enthroned 


Bryzantine, second half ot 1th cencurp 
Elaculstone 
3,3 X 2.7 cm (1% x 4 in) 


INSCRIBED: IC XC (Jesus (ohrist) 
CoNDITION: The edges of the camneo are chipped. 


FROYENASCE: Private collection; to the State 
Hermitage în 19851, 


The State Hermitage, Saint Petersburg, Russian 
Pederatian tu-r208) 


This oval cameo depicts the enthroned 
Christ, rendered in relief. Christ 15 portrayed 
frontally, wearing a tunic and himation; he 
15 seated on a backless throne and his feet 
rest on a footstool. The throne, furnished 
with a thick cushion, recalls the seta curuiis 
or magistrate's seat, of antiquity. Christ îs 
shown in the guise of an ancient phuiloso- 
pher in the act of teaching, his right hand 
stretched out in benediction, his left holding 
che top edge ot an open book. The inscrip- 
tion flanks the cross nimbus. The reverse îş 
not worked, suggesting that the camco was 
originally aflixed to some other element. 
The slightly chipped edges of the stone fur- 
ther support the cameo's use as an ornamen- 
tal attachment, possibly as the centerpiece in 


7 


an image of the Great Deesis or on a jew- 
eled book cover or reliquary. 

The low-relef carving, the elongated, stern 
face of Christ, the tolds around the knzes, 
and the type ot throne, when compared with 
examples on iwvories and coins, point to a 
dare in the second half of the eleventh cen- 
tury. Indeed, this type of representation of 
Christ appears on coins of Michael IV 
Paphlagon (1. 1034-41) and recurs în six 
issues of coins of the mid-eleventh century. 
The uniform iconography of these coins 
sugpests that they were taken from a contem- 
porary monumental image ot the enthroned 
Chrast.! As in the other cameo from the 
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Hernutage (cat. no. 128), the striking appear- 
ance of the stane 1s particulariy well suited 
to the depiction of Christ, the splashes of 
red funcuioning as a visual reminder of hus 
sacrificial blood, 

WM 


[. farierson 1966-73, ol, 3, pt. 1, p. 153. 


LITERATURE: Lank oa, pp. 30-42; Bank 1971, 
pr 7; Moscow 1977, vol, 2, RO. 63, p. 124; Bank, 
Prtlaanoe, 1378, p. 124: Bank 1985, p. 200, lg. 159 


132. Cameo with Saint George and 
Saint Demetrios Blessed by Christ 


Pwzantine [Constantinople?), rrth-r2th centuri; 
French, r&th centura (mount 

Sardamx in three layers țhroeen, blue, and red]; 
enameled gold (ment) 

6.7 % 3.2 X 7 cm (2% 2 x 4 inj with mount 


INSCERIBED: LU XC Jesus Christi; 0 AT 
TEWPIIOC (Saint George): 0 AT AINIHTPIOC 
(Saint Demetrios) 


Biblioth&que Nationale de France, Cabinet des 
Maedailtes, Paris, France (Babelon 342 


This oval, tricolor cameo depicts Saint (George 
and Saint Demetrios, ra of the most popu- 
lar Byzantine military saints. Both saints are 
shown tull length, standing, and facing the 
viewer, Each 15 halocd and wears a chlamys, 
which 15 pulled back to reveal military armor; 
the left hand of each figure rests on an oval- 
shaped shieid. Saint George, on the left, 
ralses a sword to his right shoulder, whule 
Saint Demetrios, on the right, touches the 
top of a long lance wath his nght arm. Above 
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them a bust-length and cross-haloed Christ 
extends both hands in the sign at blessing 
over the saints heads. 

The military aspect of the two martyrs, 
who were often depicted together during 
the Middle Byzantinc period, became 
more prominent from the eleventh century 
an, The previous iconography ot the m:h- 
tary martyr, the body covered by the 
chlamys and the right hand holding, a cross 
(Sec car. NOS. 108, 234), was replaced by che 
exposure af the cuirass and the addition of 
weapons shown as 1t ready for use. A very 
similar cameo, dating from the same period 
and now the centerpiece of the enkolpion 
af Gennadios, metropolitan of Serres (early 
sixteenth century), în the Treasury ot the Great 
Lavra on Mount Athos, shows another 
popular military pair, the ro Theodores 
(Leron and Stratelates) being, blesscd by 
Christ above.* The only difference benwcen 
it and the Paris cameo 15 that in the Great 
Lavra enkolpion both saints hold lances. 
The popularity of this composition may 
reflect the effort of the Byzanţine state To 
reassess its military power, which in the sec- 
ond half of the eleventh century was rapide 
fading.? 

Worn as an amulet or incorparared in the 
decoration of a larger religious object, the 
medalhon combines the power ot the two 
saints —emanating, from the blessing Christ 
above them and emphasized here bv the 
slight turning of the sainrs” heads toward 
each other— arul was prubably intended to 
protect its parran from rhe dangers of combat. 
A similar iconographic type, Christ above 
blessing with both hands the figures below 
him, 1s shown in another object in the exku- 
biuon, the sreatite icon of the three military 
saints Theodore, George, and Demetrios 
(car. no. 203). The exquisite workmanship of 
this camea — which, according to Ernest 
Babelon, combines in its compusition the 
iconography of the Middle Ages with rhar 
of antiquirp and the time ot Constantine — 
wnchcates that it was probably commissioned 
by a member ot the Byzantine nobiluy, pos- 
sibly ot the military class.* 

DK 


1. The blessing with bath hands is nat unusual. The 
same gesture can be obsereed among Orthodox 
bishaps during hrurgical ccremonics. 

2, This cameo is unpublished. There is a photograph 
ot the enkolpion in the travel guide of the mon- 
astern: Lavriotes 1988, p. 7I. 

3. The prominence ot the military in the iconogra- 
phy of othcial impenal portraits în the eleventh 
century 15 exemphied m the coinage ot che 
emperot Isaac | Eomnenas (1, 1057-59), ho 15 
shown holding; a sword. 

4. Babelon 1597, p.190. 
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LITERATURE: Babelon 1897, p. 190, Lavnotes 
1988, p. 71. 


ExXHIBITICN:; Paris, Byzazace, 10092, N. 193, 


133. Pendant Icon with Christ Blessing, 
(front) and the Yirgin Orans (back) 


Przantinc (Lonstantinople), first half of 12th century 
Lapis lazuli and gold Eligree; suver-gilt ser with 
pearls and rurgqucases | meauar) 

H, 10 cm (4 in.) vath frame, 6.+ cm (21 in.) wirhout 
Frame; W. 4.3 cm (1% 1n.) aith frame 

COE DITIGR: Lhe lapis placue 1 cracked through 
in several places, anul some ot the gold wire ina 15 
nussing; almost all che stones and îligree rosettes are 
missing, fram both sides of the mount; the top hinge 
is incomplete; the brass ring is modern. 


PROYENANCE: Tresor de lAbbaye de Saint-Denis; 
first mentioncă în inventar Gt 1405. 


Musee lu Lonvre, Lpartemenr des Objets din, 
Paris, France LOA ME 95) 


Thus nwo-sided, sipma-shaped lapis lazuli 
cameo 15 extremely rare in that it combines 
lapis, a precious stone imported from 
Atghanistari, with geld îiligree inlay. On 
one side Christ stands frontally on a small 
foatstool, holding a book in his left hand 
and biessing with his night. Small channels 
cut in the stone and filled with gold wire 
outline his cross nimbus, the abbreviation 
of his name in Greek (IC /XC), and the clavus 
oi his tunic as well as the two ilowrering 
shrubs that flank him. The undulating trunk 
of each shrub consists of a single gold wire 
that rises irom a triangular base; along; its 
lengrh are four flowers on short stems, each 
with tour or five petals made of gold disks, 
probably cross sections of a thicker wire. On 
the other side, also in cameo technique, 15 
the standing figure ot the Virgin Orans, her 
hands held ar shoulder levei. Inlaid gold 
wire outlines her nimbus, the Greek abbre- 
viation for “Mother of taod” (MHP/2Y), and 
the same flowering shrubs. As 1s typical of 
Byzantine hierarchy, the shrubs flankung, the 
Wigan have only three flowers rather than 
tour. Crossleis ot gold disks decorate her 
mapbarton at the torehead, shoulkders, and 
knecs, 

Hard stones encrusted with gold wire 
are exceptional, and che techniquc is found 
on only three other examples: a mimature 
agate chalice in the Hermitage (tenth or 
elevenrh centur); a lapis cameo, with Christ 
standing and blessing, in the Kremiin, 
Moscow (eleventh century, cat. na. 129); 
and a lapis icon ot the Crucifixion in the 
Tteasury of San Marco, Venice (eleventh 
or twelfth centur).' On the Louvre cameo 
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the luxurious combination oi gold and lapis 
lazuli, together with the high quality ot the 
carving, points to Constantinople as the 
place of manufaciure. Its technique recalls 
that of che bronze doors inlaid with silver 
that were produced in Constantinople and 
exported to Italy in the late eleventh and 
early twelfth centuries.” The style of the 
carving, with soft, clinging folds of drapery 
revealing the bodies beneath, is characteris- 
tic of the relfth century, as are the propor- 
uons of the figures. A date in the first half 
of that century is indicated by the similarity 
of the design of the flowers to floral mosifs 
In niello on the gold endpieces of a reliquary 
cross from Eine with a dedicatory inscription 
of Maria kKomnene, daughter of Emperor 
John II Komnenos (r. 1118-43). 

The silver-gilt mount has fine beaded 
borders and 1s filed with a solid, axy rmas- 
tic to prevent the thin silver from being 
crushed. Regularly placed circular cuts on 
both faces were intended to hold pearls, 
turquoises, and filgree rosettes that were 
attached with wax. Around the edge of the 
frame there were originally metal rings, now 
filed off, chat held a string of pearls like 
those on other objects in the exhibition 
(see cat. NO5. 41, 109, 212). While not at first 
glance typically Byzantine, the mount is 





comparable in overall design to a larger- 
scale silver-gilt icon frame set with gems at 
Dumbarton Oaks, Washington, D.C., dated 
te the second halt of the eleventh centure.* 
Further, a reliquary in the Louvre, dating to 
the welfth or thirteenth century, displays a 
similar method of setting gems with ax 
through holes cut in the metal. Therefore 
the mount is most likely Byzantine and 
contemporary with the cameo. 

Although the pendant îs usually described 
as an icon, the suspensien loop at its top 
indicates that it must have functioned as an 
enkolpion, and it was presumably worn on 
a chain around the neck. At what time it 
traveled to the West 1s unknown; it may have 
been brought te France by an emissary to 
the Byzantine court who had received it as 
a gift, or it may have been looted from 
Constantinopie after the Fourth Crusade. 
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134. Cameo with the Virgin 
Blachernitissa 


Byzanţine (Constantinople?), late 12th cenrury 
Eloextsrone 
H. 4.3 CO (1% 1.) 


INSCAIBED: MP/8* (Mother ot God) 


The Board af Trustees of the Yicţuria and Albei 
Museum, London, England (A.4-1982) 


The tiny cameo depicts the Virgin in delicate 
relief, her arms raised in prayer. Her face is 
unusualle thin. She 1s veiled and haloed and 
wears a maphorion, Before her is a smaller 
image ot the infant Christ, vrith a distinctive, 
cross-inscribed halo and gesturing with his 
right hand. He appears as if wrapped in the 
Virgin's robe. 

This representation of the Virgin is usually 
referred to as the Blachernitissa, after an icon, 
or possibly several sacred images, once 
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housed in the monastery ot the Blachernai 
Church in Constantinople. The iconography 
often includes a mandorla surrounding, the 
Christ Child, vluch although absent here 15 
suggesteid by he folds of the Virgin's robe. 
The same image is sometimes identified in 
Byzantine sources as the Virgin Ep:skepsis 
or the Virgin Platytera, 

The image was popular in the elevenih and 
măelfth centuries, when it became a “device 
of preference” on the seals of persons associ- 
ated wath the impenial family of Komnenos, 
wluch might also explain its appearance on a 
luxury gemstone —onc perhaps originating; 
frora a piece ot aristocratic jewelry. Lhe pop- 
ularity of the image in this period may cor- 
respond with the transter of the primary 
imperial residence in Constantinople to 
the Blachernai Palace, wluch adjoined the 
Monastery. | 

The interpretation of the terms Episkepsis 
and Platytera suggests the manifold mean- 
ings associated with the image, Eprskepsis 
either means “visit”—referring, to the belief 
that the Blachernai image was visited regu- 
larly by divine powers—or it is denved from 
he word skepe, meaning, “sheler.” The latrer 
would refer to the protective role ot the Vargrin's 
maphorien, which was kepr ar the Blachernai 
Monastery and regarded as the sacred palla- 
dium of Constantinople. Piatytera, meaning 
“one who is wider [than the heavens ]” refers 
to the Virgan as the vessel of the Incamauon: she 
contained what the wide heavens could not. 
Both themes reflecr the rale of the Virgin as 
intermediar between God and humankind. 

The image may be compared with the 
re)ief icon from Messina (cat. no. 291), which 
also reflects the Blachernitissa iconography. 
A small bloodstone în the Trebyakoy Gallery, 
Moscow, dating to the thirteenih century has 
an Kdlentical iconography. 

RO 


LITERATURE! Williamson 1986, pp. tă-87; Alosocea 
1995, p. 209, no. 110, Dusterhaur, “Yurgin of che Chora,” 
1955, pp. 94-95 (for Blachermitissa iconographi). 


135. Cameo with the Virgin 
Hagiosoritissa (front) and Cross 
(back) 


Byzantine, late 12th centure 

Eloodstone; gold imodem mounri 

49 X 2,8 CI (14 X 1% 1.) 

INSCRIBED: On the back, MT/6Y (Mother of 
Groc ) 

Cos Barr ax: There isa harline crack through the 


Virgin's face and shoulder; small areas at stone are 
lost, especially at the rep. 


[ROCYERANCE: Frivate collection; acquirecd by 
Henre Walters in 13]. 


Counesy ot "he Walzers Art (Gallen, Baluimore, d. 


(425! 


On the front of this plaque is a cameo carv- 
ing of the Virgin, turned to the right, full 
length, and standing on a suppedaneum. 
The upper part of her body 1s rendered in 
three-quarter view, wich the head shghtly 
bent and borh arms raised in prayer or 
entreaty. The abbreviated inscription on 
either side ot the figure idenrities her as the 
Mother of God. Beginrung in the 104os, this 
type was known as the Virgin I lagrosoritissa, 
its name deriving Îrom a now-lost monu- 
mental original in C-onstantinople. (On the 
back a cross wițh flanged arms atop a disk is 
rendered in intaglio. 

The decoration on the back, the arched 
top, and the position ot the Virgin suggest 
that the plague served as the left wing of a 


diptych or triptych depictina the Deesis or 
the Crucifouon. Most hkely it belonged to a 
diptych in which the Virgin was placed to the 
right ot Christ as an intercessorY figure, a 
composition that appears, for example, on 
the ro ivory pancls in the Staatsbibliothek, 
Bamberg." A similar image ot the Virgin 15 
often seen as the pendant to an image of 
Christ in monumental church art, on the 
piers flanking the templon. 

The size of the plague suggests thar the 
diptych was an object of private devonon 
used either at home or as an offering to the 
church, The elongated pruportions and 
delicate carving of the figure of the Virgin, 
especially her dramatic facial expression 
and the softness of her features, point to a 
date în the late vaclfrh century. În the art 
and liturgy ot that period the Virgin is por- 
traved as a sorrowful mother with clearly 
hurtan emotons; considerable emphasis 15 
placed on the rele ot the Mother ot God, 
the Theotokos, as an intercessor on behalf 
of humankind, 

Ma 
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LITERATURE: M. Ross mpâc, p. 45, fig. 4; Verdier 
1a61; Înimpler 1986, pp. s-r6, fig. 2. 
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136. Pendant with Medallion of Saint 
Theodore 


Byzantine (Cunstantinople?), 1zth century (glass 
medalliun); probably 13th century (rmount) 

Gukd arul browmish glass paste 

Medalii: 3 x 2.7 cr (ii x că in), overall: A. 4 cin 
(ră in.) 


INSCRIBEL: GOEOAOPUU iSainr Theodore) 
CoNDIIION: There îs a senâll chip in the cameo. 


PROYENANCE: Pormeriy in che Bliss collection; 
aceţuireil 1n 1538. 


Trumbarton (Jaks, Washingtart, IX. 435.25) 


Thus oval medallon 1s mounted in a gold 
pendant with a filigree cross on the back 
and a lvop for hanging that probably dates 
from the thirreenth century. On the medal- 
hon itself, cast of brownuish glass paste, Sant 
Theodore is portrayed as a ricler spearing a 
dragon, Le is a scene of drama and movement: 
the horse :s shown galloping, its tail in the 
air; the rider's cape flows behind him; a 
dragon 15 pierced by a lance. In monumen- 
tal art and on icons Saint Theodore is depicted 
cither frontally or, as here, in martial pos- 
ture, On glass-paste medallions he is usually 
shown on horseback, though the ather rwelve 
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examples in European mustums belong to a 
variant in which barh horse and rider are less 
animated, 

This medalion is one that Hans Wentzel 
asenibed to a Venenan manufacture.? Although 
there are few images of Saint Theodore in 
the basilhca of San Marco in Yenice, the saint's 
cult was extremely popular in Byzantium 
and many churches were dedicated to him 
in (-onstantinople. These facts, together with 
the medallion's iconographic similarities to 
Byzantine seals point tu a Byzantine — pos- 
sbly Constantinopaolitan — creation in the 
twelith centuny.* 
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HENRY MAGUIRE 


hat couid be more dehghttul than to find 
oneseli in the emperor's entourage, To 
participate in the imperial lifestyle, to 





wear magnificent costumes, to share an 
intimate association with the emperor?” So wrote an anony- 
mous Byzantine courtier of the tenth century in a letter of 
consolation to a high official who had lost his post.! Yet in 
another letter the same courtier dwelt on the darker elements 
of court lite: “What suspicion, jealousy, fear, flattery, servility, 
ignorance, deceit, softness, languor, insolence, sensetessness, 
peevishness, slander, and other impurities and filth! All these 
vices have insolently invaded the imperial palace!'”2 Since the 
Middle Ages the Byzanune court, at the center ot the empire, 
has provoked opposing reactions, whether in art or in litera- 
ture. There was no single view of the palace and its func- 
tionaries, but rather many views, official and unofhcial, 
internal and external, institutional and private, sophisticated 
and naive, flattering and hosule, wluch together make up a 
mosaic of the whole. Like all mosaics, the composite image of 
the court comes into a unified focus when seen at a distance, 
but when seen close-up the individual viewpoints contrast 
and conflict with one another. Lhis essay attempts to create 
out of the opposing facets a general picture of courtly life in 
Byzantium, which wnil serve as a background ro the material 
culture of the emperor and his entourage.i 


PALACE AND CEREMONIAI, 


From the founding of Constantinople in the fourth century 
until the end of the clevenrh century, the primary physical 
locus of court lite was the Great Palace, which occupied the 
eastern tip of the city, extending, southward from the Church 
of Hagia Sopia. There are few remains of the Great Palace, 
but it was an extensive complex of buildings, each with dit 
terent functions, including an impressive vestibule, throne 
rooms and audience halis, a large state dining room, imperial 
bedchambers, and several chapels—all ot which were ar- 
ranped around courtyards—and gardens and even a polo 


Christ Crowning Michael VII Doukas (relabeled Nikephoros II] 
Boraneiares) and Maria of Alania. Illustration trom the Homiles ot 
John Chrysostom (cat. no. 143), fal. 1(2bis) 


graund.+ The edifices were magnificent and drafty and owed 
much to Late Roman and Islamic palace architecture, In the 
mweltth century the Komnenian emperors, whose foreign pol- 
Icy was strongly engaged with Western Europe, moved the 
court to the more castlelike environment ot the Blachernai 
Palace, located against zhe ciry walls in the northwest corner 
of Constantinople. The Blacherna became the principal 
imperial residence, although the Great Palace continued to be 
used for official purposes throughout the rwelfth century.* 

The official life of the court was centered on a succession of 
ceremonials, a political liturgy involving speech, costume, 
and action, which marked al! types of state occasions, includ- 
ing imperial coronations, marriages, births and birthdays, the 
promotion of officials, the reception of ambassadors, and the 
celebranion of triumphs. There was also a regular calendar of 
processions to churches on feast days. Many of these cere- 
maonies took place within the confines of the palace and were 
witnessed only by members of the court and by privileged 
guests, such as ambassadors; others took place outside the 
palace in the city's streets and churches. The ceremonics not 
only codified the internal structure of the court and ensured 
its cohesion but also presented to the public an idealized 
image of the Byzantine state. The overnding message—the 
unchanging order and majesty of the Byzantine Empire— did 
not, however, preclude the expression of more transient 
CONCErnS.! 

An important site of public ceremonial was the Hippadrome, 
the farge racetrack adyacent to the Careat Palace, which was used 
for chartot races and other state functions, such as the proclama- 
tions of emperors and the staging of tnumphs. The emperor 
received ritualized acclamations in his own box in the Kathusma, 
a tăo-story building that comimunicated directly with the Great 
Palace.* Because the people of Constantinople saw the emperor 
at the Hippodrome, the place itself became a symbol of political 
power. Scenes from the Hippodrome were depicted in capital 
cities beyond the borders of Byzantium, The frescoes adorning 
the eleventh-century Cathedral ot Sata Sofua (Saint Soplua) in 
Kiev show the Byzantine emperor seated in the elevated box of 
the Kathisma with his atrendants standing beside him, as well as 
views of the arena itself, including; the starting, pates for the four 
chartot teams, musicians, acrobats, and mimes, and spectators 
in the gallkenes (see illus. on next pagt).* 
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TAXIS AND ATAXIA 


Ceremonial presented an image of faxis, the harmonious 
order chat was thought essenual for the proper functioning 
not only of the court but also of the whole empire. Zaza was 
opposed to ataxia, the disorder abhorred by the Byzantines 
and considered characteristic of barbarians and heretics. The 
court's framework was an elaborate hetarchy of ofiices and 
titics, rcaching from the emperor downward. The ntles and 
their sequence in rank have been preserved in oficial lists 
drawn up primarily to aid in the organization of state ban- 
qucts.'* The order of seating, at dinner partics was a matter ot 
great importance: in the tenth century the Western ambas- 
sador Liutprand ot Cremona compiained bitterly when he 
was placed in the fifteenth position from the emperor 
Nikephoros II Phokas, below the retinue of imperial ofhi- 
cials."! Liutprand also wrote a vivid description of a ceremno- 
mial that took place during the weck before Palm Sunday, 
when the emperor Constantine VII Porphyrogennetos dis- 
tributed largesse to his courtiers in strict order of precedence. 
A herald summoned each recipient to come before the 
emperor and recerwe his payment, which was in the form of 
bags of gold coins and, for higher ofhcials, silk cloaks.'? The 
garment that a dignitary received was integral to his rank, 
Ofkcial instructions for ceremomals, such as the Book of 
Ceremonies, a tenth-century compilation, gave precise des- 
criptions of the costrumes to be worn by particular rank hold- 
crs at different cvents. Fine clothes were an important 
component of the Byzantine self-image. When the foreigner 
Liutprand was returning, from Constantinople to Italy, he 
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The Byzantinc Emperor in 
the Kathisma at the Hippo- 
drome. Fresco, nith century, 
Cathedral of Swiata Sofia, 
Kie+. Photo: Valery A. 
Maruzhenka 


took some purple silk cloaks with him. But he was stopped by 
four palace officials who confiscated the garments, stating 
that only Byzantines had the right to wear such clothing, “As 
we surpass all other nations in wealth and wisdom,” they 
reportedly said, “so it 15 right that we should surpass them in 
dress. Thosc who arc uniquc in the grace of their virtue 
should also be unique in the beauty of their raiment.”": 

The zaxis of the imperial court 1s represented in a well- 
known portrait of a Byzantine emperor and his retinue con- 
taincd in a manuscript of homilies by the Church Father John 
Chrysostom, now in Paris (cat. no. 143)1+ This mintature was 
pa:nted for presentation to the emperor Michael VII Doukas, 
perhaps between I07I and 1073, shortly after his marriage to 
Maria of Alamia. It was later retouched for presentation to 
Michael's successor, Nikephoros III Botaneiates, perhaps in 
1078 or 1079, after Nikephoros had married Michael's former 
wife, Maria. The use of the same painting to portray no 
different emperors demonstrates that imperial imagery was 
largely permanent and unchanging; for the second presenta- 
tion it was necessary only to modify the ruler's face shghtly 
and ro attach new inscriptions. Fhe miniature shows the 
emperor, magnificently attired in silks, sitting on a high 
throne. Over his blue and gold tunic he wears a darker blue 
cloak, fastened by a gold-and-ruby brooch and decorated 
with a large trapezoidal tzbiţon, wroven ot gold thread, At the 
throne's top are personificatons of Iruth and Justice, two 
imperial Virtues, whule below, four courners flank the emper- 
or. The ranks of the ofhcials are clearly marked by their sulk 


costumes and their tirles, which are written above their heads. 
The men at the right wear red-tasseled headdresses and red 
and gold cloaks over blue tumcs. The man to the far right is 
labeled proedros and 7megas primikerios; the other courtier is 
identified as proearos and dekanos. The twa courtiers on the 
left hold higher administrative posts; they are at the ruler's 
right hand, the more favored position, and wear white hats. 
Nearest the throne stands a beardless eunuch who wears the 
most splendid costume, a whute silk robe decorated with large 
medallions containing lions w'oven in red and gold. He is des- 
ignated protoproedres and protovestiaries. Originally the proto- 
vestiarios was the keeper of the emperor's wardrobe, but by 
the eleventh century he occupied a high administrative post. 
The beardless ofhcial beside the protovestiarias, wearing a red 
and gold cloak over a blue runic, is called proedros and epi tou 
kanikleiou. The latter title indicates that he was the keeper of 
the imperial inkstand, that is, the ernperor's private secretary. 

A sense of order is conveved nat only through the titles and 
the costumes but also through the posing and arrangement of 
the figures. The emperor, larger and placed higher than his 
courtiers, sits in a strict frontality, his face turned toward the 
viewer. The officials stand in equally frozen poses, their faces 
rurncd toward the ruler în submission and respect. Only the 
abstractions, the Virtues, show signs of movement and life. 
The zax5 seen here can be contrasted with the ataxia depicted 
in a ninth-century psalter now in Moscow.'* This work repre- 
sents the heretical Council of 815, convened by the emperor 
Leo Y to renew Iconoclasm within the Byzantine Empire. At 
the borom right two Iconoclasts destroy an image of Christ, 
while to the lett an enthroned figure dressed in purple pre- 
sumably represents Leo YV or his son Symbatios-Constantine, 
who actually presided over the council. Every element of the 
composition expresses ataxia. The ruler looks not to the front 
but turns his eyes shiftily to the side. He is flanked not by 
orderly and deferential courtiers but by a confused crowd of 
cronies. He does not wear the heavily jeweled imperial crown 
with its pcarly pendants; instead, his wild and unkempt hair 
bunches out in an exaggerated fashion. The whole disorderly 
court literally flows with blood, which gushes out at the right 
and washes around the conspirators” feet,” 


IMAGES OF THE EMPEROR 


As the miniature of Nikephoros III Botaneiares demon- 
strates, the emperor was at the center of the court, and its 
order or disorder was reflected in his person. Byzantine artists 
and orators developed strongly idealized images of the 
emperor's physique, deportment, and costume, to which a 
good emperor was supposed to conform. They also em- 
ployed a stylized set of models and metaphors to evoke the 
ruler's unseen gualities, his wisdom and his virtue. All of 
these images had negative counterparts, which were applied 
to bad rulers. 


Since the end ot the Roman period Byzantine orators had 
praised the physique of the emperor by following a simple 
formula. The speaker began his description of the imperial 
body with the head and worked his way down ro the feet. A 
typical example of this procedure is found in an anonymous 
panegyrical description of the rwelfth-century emperor 
Manuel 1 Komnenos presiding, over a jousting tournament. 
According, to this encomium, the emperor had a tall body, 
resembling, a palm tree. His hair was long and waving in the 
wind, wlule the imperial eyebrows were symmetrical and 
graceful. “The eyes of the sun king were like violers and gave 
flashing, glances. His shoulders were broad and heroic but 
symmuctrical; his chest was strong and manly; and his stom- 
ach was lean and beautifully proportioned like a cuirass.! 
Such an imperial body, strong and gracefully symmetrical, is 
seen in a frontispiece miniature in earlv-eleventh-century 
Psalter of Basil II, now in Venice, The emperor stands in full 
physical glory over his groveling, enemies.:* 

The reverse of enkomion (praise) is ps0gos (invectite), an 
example of which is Liutprand ot Cremona's well-known 
description of Nikephoros II Phokas. Although he was 
Italian, Liutprand knew Greek well. He had spent enough 
time in Byzantium to be familiar with the conventions of its 
rhetoric, and here hc turns each element of a Byzantine pane- 





The Iconoclast Council cf 8.ş. Illustration from the Khludos Psalter 
(cat. no. şa), fol. 23%. Photo: Mhikhaul kravrso* 
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gyric into its opposite.*” Ihus Liutprand also begins his 
description of the imperial person with the head and pro- 
ceeas down the body, but he does not start by exclaming that 
the emperor îs tall like a palm tree; rather, he compares him to 
a pyemy. The emperor does not have long and waving hair 
but a thick growth of bristles like those of a pig; his eyes are 
tiny like chose of a mole; his belly is not lean but large. And so 
the parody goes on; every shining imperial virtue îs turned by 
the malicious Westerner into a vice.” 

he emperor also had to conform to idealized standards of 
deportment. He had to be scen as fixcd, stable, and unmov- 
able, a ruler whose character and judgment were unswayed by 
emotional excess. Such a demeanor was described by the 
elevenrh-century courtier and orator Michael Psellos in a 
speech addressed ro Isaac 1 Komnenos: “You are straight, 
true, stift . . . steadfast, firmly fixed, lofiy . . . an impartial 
Judge, unwavering in judement . . . a secure counselor, noble, 
unshaken in [stormy] waves: Psellos stressed the ruler's Lack 





Basil I] Triumphs Over His Enemies. Illustration from the Psalter ot 
Basi! II, Constantinople, 976-r1025. Vemce, Biblioteca Marciana, 
Ms. gr. z17, fol, nr 
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Dionvysaş in His Chariot. Detail pf the Yeroli Casket (cat. no. 153) 


of emotions: “Where is there any anger in you, where are 
there streams of laughter, where are there traces of rage, and 
where 15 there babobling ot speech? Where 15 there boasting, or 
violence, and a wily mind? Where [is there] a knitting of the 
brows or an angry expression? For there are no unseemiy 
qualities in you, neither easily excited emotion . . , nor 
delight, nor any graces, nor much laughter."* 

A portrait of Nikephoros III Botaneiates and Maria of 
Alania that appears on another fronzispiece page of the 
Homulics of John Chrysostom in Paris shows the rulers as 
straight, tall, impassive, and without the superfluous graces 
dismuissed by Psellos (see illus. on p. 182).* These ngid and 
severe depictions, against a gold background with no graceful 
ornament, express the ideal imperial demcanor praised by 
Psellos and other Byzantine orators. 

But when emperors were the object of censure, they were 
described in terms of sofiness, hcennous movement, and 
instability. Often such rulers were compared to animals or to 
the pagan god Dionysos and his followers, whose revels were 
sometimes seen on the subversive ivory and bone plagques 
that decorated tenth-century Byzantine boxes. Thus an invec- 
tive against the cmperor Michacl III, which was composed 
on the initiative of his usurper's pgrandson, accuses him of 
staging drunken parodes of the hturgy in the palace. Michael 
Is said to imitate Dionysos, “the giver of graces» in his pursuit 
Of “what was soft, loose, volupruous, and without rigor or 
moral îiber.” His tollowers are derided as “unbridled satyrs, 
ready for all shameless conduct, the devotees of Dionysos:"2+ 
The association of Dionysos and his entouragc with playful- 
ness, frivolity, and lack of dignity is evident in the Veroli 
Casker (cat. no. 153); there the god reclines in a chariat drawn 
by to panthers, while above him a naked boy disappears 
headfirst into a basket, 

Just as the emperor's body and behavior were held ro 
ideals af beauty and decorum, his costume and regalia were 


the visible expression of his majesty and virtues. “Your might 
is made known . .. by the throne, and by the tiara, and by the 
pearl-spangled robe said Euthymios Malakes ro Manuel Î 
Komnenos in 1161.% For the rhetorician each jewel ot the 
emperor's regalia symbolized an aspect of lus virtuc. The 
anonymous description of Manuel | presiding over the 
jousts says that the gold of his crown “flashed like lightning, 
the pearls appeared white, and the precious red srone glis- 
zencd, thesc being a mirror of the treasury of wisdam that 
resides in the ermperor's head."2* A hostile writer would den- 
igrate the emperor's garb. To Liutprand of Cremona, the 
imperial robe worn by Nikephoros II Phokas was dirty, foul 
smelling, and faded with age, and his regala were ancient 
and ul! fitting.*” 

A less sophisticated interpretation of the imperial regalia 
is given in the Oneirokritikon (dream book) ot Achmet Ben 
Sinn, a Byzantine pnmer on the interpretation of dreams that 
was probably composed în the tenth century, According to 
Achmet, “If someone dreams that he had the distinction of 
wearing, an imperial crown that had been studded with pearls 
and gems, he will have dominion and glory analogous to the 
cron, and if he dreams that the gemms and pearls were hanging 
down from it like earrings, his dominion will be in accordance 


with their length and beauty. If the emperor dreams thar the 
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Holy Crown ot Hungare: Christ Flanked by the Archangels Michael 
and Gabriel and Four Saints. Enarneled plagues, Constantinople, 
1074-77. Magyar Nemzeti Muzeum, Budapest 
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Jahn Il Komnenos. Mosaic in the south gallery, ca. 1122, Hagia Sophia, 
Constantinople. Photo: Erich Lessing /Art Resource, New York 
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Holy Crown of Hungary: Michael VII Doukas Flanked by His Son 
Constantine and Geza I of Hungary. Enameled plaques, Constan- 
tinople, 1074—77. Magyar Nemzeti Muzeum, Budapest 
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pendants of his crown were cur Off, his reign will be disorderly 
and short-lived”** Here the jewels and pearls that hang from 
the emperor's crown represent the emperor's prowess în a con- 
crete way: the longer the pendanrs, the better the prognosis. 
Perhaps it was for this reason that some imperial portraits, such 
as that of the tweltth-century emperor John II Komnenos in 
Hagia Sophia, depicted pearly pendants that descended almost 
to the shoulders (see illus, on precedng page). 

Byzantinc orators and artists expected the emperor to con- 
torrn to a number of revered models. with whom he was con- 
stantly compared, Ii he tell short, he might be compared to 
models of vice and wickedness. The most important of the 
virruous prototypes was Christ himself, whom the emperer 
imitated on earth. Lhe twelfth-century writer and intellectual 
Michael Italikos wrote to Manuel 1 kKomnenos, “You go 
about herc below as a living and moving stare of the king 
above who governs you, and I dont know of anyone else on 
earth more hke him._"2 At the end of the eleventh century the 
archbishop Theophylakros ot Ohrid observed: “Every emper- 
ot 15 an image of God... . just as the archemppe is higher than 
all [creation], so the ukeness will be above all [others]."%* Thus 
analogy between the divine and the carthly ruler was 
expressed in Byzantine works of art such as the enamels now 
adorning the Holy Crown of Hungary (see ilius. on preced- 
ing; page). Thesc plaques, whatever the object that they origi- 
nally £TOUPS, 
respectively on Christ and on the emperor Michael VII 


adorned, form two distinct centered 
Doukas, who alone occupy arched frames. Christ is flanked 
by the archangels Michael and Gabne! and by four saints, all 
of whom pay deference by turning their heads or eyes toward 
him. The emperor is flanked by his son Constantine on hus 
right and by the lower-ranked Geza I, the king of Hungary, 
on his lIcfi;, like the saints accompanying Christ, the 
Hungarian king indicates his submission to his overlord by 
turning, his eyes toward the emperor.? 

Old "Testament models, especially Dad and Solomon, 
werc also significant. At rhe end of the rweltrh century the 
writer Michacl (Choniates compared the living empceror Isaac II 
Angelos with painted icons representmg the b:blical king 
David: “The emperor resembles David in almost all charac- 
teristics that adorn not only the soul but also the body, Ii 15 
not possible to set them side by side at the present time, 
except insotar as one can be pleased by an icon of David, and 
by means of the icon briefiy demonstrate the identity of the 
original characteristics. . . . If, then, the emperor may be 
shown to resemble the icon of David, it is plain that the 
emperor must be much like David himself in all respects** 
These resemblances were dramatized through the rhetorical 
device of synenisis, or comparison, For example, in the Psalter 
of Basil II the portrait ot the emperor standing in trumph 
over his encmies was associared with a second fronrspiece 
showing six scenes trom the fe of David.*: Each of these 
Davidic scenes can be read as a reference to the emperor. The 


155 THE GLORY OF BYZANTIUM 





Six Scenes from the Life of David. Frontispiece from the Psalter of 
Basil IL, Constantineple, 976 1025. Venice, Bibloteca Marciana, 
gr. 7.17, fol. 4 


killing ot the bear and the lion exemplifies the destruction of 
the ruler's enemies, who were often compared to wild beasts 
in imperial rheroric. David kneelng before the propher 
Narhan in remorse for his adultery with Bathsheba alludes to 
the emperor's humility and contrition, virtues necessary for 
imperial success,+ 

Comparisons with biblical figures also gave force to invec- 
tive, Bad cmperors might be associated with Pharach, with 
Saul, or with Herod. Saul was especially important m the 
Byzantine thetoric of blame, for bis character and history 
allowed a usurper (rhe new David) to vilify his deposed pre- 
decessor (the old Saul) and thus ro pastify the coup. This 
theme was also illustrated in Byzantine art.% 

More rarely, the emperor might be compared with models 
from pagan mythology. If he was being condemned, he 
might be associated with the many-headed Hydra or, as we 
have seen, with the unbndled Dionysos, However, 1f he was 
being praised, he might be set beside FHerakles for his 
strength:? or Orpheus for his powers of taming and persua- 
sion.3 There is a hint ot the Orphic comparison in the open- 
ing miniarure of the Paris Psalter, a renth-centurv manuscript 
direcily or indirectly associared with the imperial court, 
where David is depicted as a musician (see illus. on p. 86). He 


is surrounded by an admiring audience of animals, together 
with personifications evokung, different facets of nature (a 
nymph represents a fountain at the upper right; a bronzed 
youth portrays Mount Bethlehem at the lower right). “The 
image reflecrs ancient portrayals of Orpheus, in which he is 
shown as a Iyre player in a mountainous landscape with aru- 
mals clustered around him.*” 

Anorher aspect of impenal panegyric was the use of con- 
ventional metaphors to describe the qualities of the cmperor, 
of which the most common was the identificanon of the 
emperor with the sun. The emperor îs the stin in a blooming 
springtime, the new, risiug sun that replaces the setting sun of 
his predecessor, the sun that dispels the clouds ot invaders, 
and the Sun of Justice; he is even greater and higher than the 
sun itself.*' In art this solar symbolism was conveyed by the 
emperor's halo and by the balliant gold ot the background. 
Solar symbolism may also have been embodied in a marble 
roundel containing an image of John ÎI Komnenos 
(cat. no. 137), which once probably had a gilded background, 
so that the imperial portrait was silhouetted against a circle of 
gold.*? Buc here, too, the lofey solar symbolism could be 
brought down to carth by the barbs of invective. Liutprand 
of Cremona sneered that the emperor Nikephoros was a 
“burnt-out coal, not the “morning star” or rising sun.” 


THE COURTIER 


The courtiers, the supporting cast ot the impenal theater, 
were regarded ofhcaliy as the crearors and upholders ot good 


order, or raxis, but cheir own perspective was that of 
ambitious and often feartul individuals. The ofhcial view held 
that the court tunctioned as a well-regimented liturgy, with a 
prescribed place and costume for each parncipant an every 
occasion, thus creating a harmonious pattern that reflecte 
heaven above ani formed a model for the imperial donruntons 
below, In contrast, the anonymous tenth-centurY correspon- 
dent quoted ar the opening of this essav observed that wlule 
court life had its pleasures (“the triends, the celebrity, the 
splendor, the glamour of wing in the city”), the palace was 
full of jealousy, flatterv, deceit, and fear. He consoled his ban- 
ished friend by urginga him to look to higher things: 
“Everything [in mundane affairs] is a game and a stage, 
oflering only a faint trace of the truth."** 

In another letter of consolauon, addressed ro an oficial 
named John who had lost his position as chamberlain, the 
same writer complains of the liars at court, who were goaded 
by malice and envy into making false accusations, so that even 
though he was known for intelhgence and integrit, John had 
been excluded from the palace.* He was lucky in that he had 
lost only his post; intrigues at court could cost a trusted 
official his sight or even his life. According, to the historian 
Niketas Chomates, the emperor Manuel | Komnenos gave 
Theodore Sipppeiores, who held the post ot keeper of the 
inkstand, a gold inkwell set with precious srones. This special 
favor aroused the envy of another courticr, who framed his 
rival for treason. As a result, the emperor had Styppelotes 
blinded,** We can visualize what type ot gift it was that start- 
ed this drama with the help of an inkpot belonging to an 





Serpent Column Flanked bv River Personification (2) and Ares. 
Detail of a sulver-gilt inkpot, Byzantine, late oth-early 10th century. 
Cathedral Treasury, Padua 


Gorgon. Lid of the silver-gult inkpot at left 
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earlier epoch, the late ninth or early tenth century (see illus. 
on preceding page). This vessel is made of gilded silver and 
decorared vath figures trom pagan mythology executed in 
relief, such as a nude Ares seated with his weapons, The 
metrical inscription on the base identifies the owner as “Leon, 
the delighrful marveil among the calligraphers”* A fine 
Gorgon's head 15 framed by writing serpents on the lid. The 
monster safeguarded the contents ot the inkpot, and possibly 
its owner, fram misfortunes such as those that befell 
Styppeiotres. 

An intimate ghmpse of the mentality of an individual 
courticr is given by an illuminated manuscript of the Psalter 
and New Lestament now in Washington, D.C. We know 
from the contents of the book that it was made 
Constantinople in 1083 or 1084, and its small size indicates 
that it was intended for private use.** What kind of use this 
was 15 revealed by the opening; pages, which contain a series 
of prognostications, somewhat resembling a modern horo- 
scope. The predictions themselves strongly suggest that the 
owner had a carcer at court. They are preceded by instruc- 
tons telhng the user to open the book at random to find a 
psalm number, to count a further six numbers, and then ta 
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find that number on the list of predictions. Several forecasts 
are suggestive of the conflicts, intrigues, hopes, and fears of 
court hfe: “Number 20: Many encmics, but they will not 
injure you .., number şs: An office [axia] is in store for you 
after a little while . . . number 67: This matter bears a 
grudge . . . number 77: Bend in submuission and you are raised 
up... number 84: Fear not, you will be elevared after some 
days... number 89: A hidden matter îs revealed . . 
109: You are successful, and favor les in store for you”** 


„number 


THE COURI COE THE WOMEN 


An important pari ot impenal life was the women's court, 
Presided over by the empress, it consisted of the wives and 
widows of high court officers, each ot whose title and posi- 
ton in the hierarchy was analogous to her husband's rank. In 
the tenth century there were parallel ceremonials for men and 
for women, and even simultaneous state banquets for the two 
genders.* For example, the Book af Ceremonies describes the 
reception for the wives and widows of court ofhcials after the 
birth of a male child to an empress: “Know well that on the 
eighth day after the birth the bedchamber of the gugasta 
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Prognostications from a Psalter and New Testament, Byzantine, 1083-84. Washington, D.C., Dumbarton Oaks, Ms. 3, fols. Saw, st 
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[empress)] is beautified with veils interwoven with gold and 
with chandelters. . . . The child, , . is placed in the crib and 
he and the agugusta are covered with spreads woven with 
gold. . . . Then are led in the zoszaz and pragistrissai and the 
antinpatai and patrikiai and the oflicial prozospathariai and 
the other senatorial wiwes, and then lkewisc the mgh-ranking 
widows corresponding to the aforesaid oflices, one after 
another, from the New Palace dining room. And they pray 
in thanksgiving tor the augusta, and acclaim her, and they 
give fitting, respect, cach one bringing in a gift of her own 
choice." 

These careful instructions reveal that ceremonials for 
women were as elaborate as those for men. The female cere- 
monials were not confined to the palace but occasionally 


took place in the public arena. Women played a prominent 
role in the adventus, or arrival, of an imperial fiancee at 


Constantinople. The wives of court officials processed 


beyond the city walls ro greet their future mistress and to 
dress her in imperial garments and red shoes, On some occa- 
sons the foreign princess would arrive with a magruficent 
retinue, including gifts such as leopards riding behind their 
trainers on horseback."? An adventus 15 depicted in a manu- 
script containing, an epithalamium that may have been writ- 
ten for the daughter of Louis VII of France, Agnes, who 
arrived at Constantinople in 1179 to marry Alexios II, the heir 
oi Manuel | Komnenos. The poem describes how more than 
seventy high-ranking, ladies went out to welcome the new 
arrival, and how one of them went on ahead to dress the 
princess in a costume bcfitting an cmpress. The miniature 
shows the princess in Western dress and then in resplendent 
imperial costume, including a silk robe decorated with eagles. 
Belovwr, she sits on a central throne receiving; the homage of 
the women în the palace.“ 

Like the emperor, the empress was presented 1n rhetoric 
and art by a complex ot idea] images. Many panegyrics of 
empresses employed the same conventions as those of their 
husbands: The women were lauded for their neble birth, their 
imperial virtues, and them physical beauty and perfectian, 
The same similes were employed: they shone like the sun, and 
they caused those around them to burgeon as 1f in the spring- 
time.*+ “There were, however, some differences. When the 
empress was praised together with the emperor, she was often 
compared to the moon, with her husband being the sun.:s 
There was also a greater emphasis on physical beauty in the 
encomiums of empresses; comparisons might even be made 
with Aphrodite and Cleopatra, always, of course, in the 
empress's favor. The power of the empress's beauty 15 
revealed by an incident from the reign of Andronikos 1 
Komnenos (1183-85). This usurper had murdered Maria ot 
Antioch, the beautiful mother of his predecessor. When he 
wished to attack her memory, he had the faces of her images 
repainted to look old and wrinkled, so that her loveliness 
would not arouse the viewer's sympathy. 





A Foreign Princess Arrives at Constantinople for Her Wedding, 
Manuscnpt illustration, Byzantine, 1179. Vatican City, Biblioteca 
Apostolca Vancana, Ms. gr. 18ș1, fol. 3v 


CONCLUSION 


In summary, not only was the Byzantine court highly regulared, 
with its hierarchy of offices, its costumes, and its ceremonials, 
but the perceptions of the court were also regulated. Whether 
positive or negative, these perceptions responded to a fixed 
set of ideal images that were repeatedly conveyed in speech, 
in Writing, and in art. Both the panegyrics of court hfe and 
the invectives were highly srylized, although there were 
significant variatioens within that stylization. In this respect 
Byzantine imperial art appears to resemble church art in fol- 
lowing, estabhshed patterns ot iconograpli and expression. 
However, the Byzantines were not totally chained ro the 
artistic conventions imposed by Church and state. There was 
still room for an art that played around the edges of the dom- 
inant ideology, providing some relief from its discipline. 
Here is found the life, movement, and freedom of expression 
that the ofhcial umages denied—in the undignified putti of 
the iwory and bone boxes or in the portravals of pagan gods 
and monsters in silver. These marginal images, engaging, 
subversive, and sometimes disturbing, both denied and 
confirmed the fixuty and good order of the center, 
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SECULAR ARCHITECTURE 





ROBERI G. VUSTITERHUOUI 


he setting, of everyday life is perhaps the most 

elusive aspect of Byzantine society after the 

ninth century, Although many examples of 

church architecture survive, there is little physi- 
cal evidence ot houses, palaces, towns, or urban architecture. 
However, the meager archacological remains, n conjunctiori 
with lterary descriptions, waills, and other legal documents, 
provide a picture of Byzantine secular architecture. 

From the lare sixrh through the eighrh century the Byzantune 
Empire experienced a decline, and the character of the Byzantine 
city was dramatically and urevocably altered.! Ruralization 
increased, and large centers were depopulated or abandoned. 
Often the inhabired area of a city was reduced to its forti- 
fied acropolhs; this occurred at Ankara, Sardis, and Corinth, 
where the rest of the ancient city was virtually deserted. 
Constantinople's population declined from perhaps five hun- 
dred thousand at the enă of the fifth century to a few tens ot 
thousands in the eighth century, Following the devastating 
plague of 747, Constantine V found it necessary to resertle 
peasants from Greece and the Aegean islands in the capital.? 
Pornons of the city fe!l into ruin, and public services were 
neglected. 

A cultural revival began after the middle of the eighth cen- 
tury, and the peaceful period of the ninth through the 
eleventh and twelfth centuries witnessed an increase in urban 
populations and in trade and industry, although cities never 
achieved their former prominence. Moreover, life in the 
Middle Byzantine period was considerably different from 
what it had been before. As Byzantium had been transformed 
from a Late Antique to a medieval empire, it had changed 
from an open to a closed society. From the fourrh rhrough rhe 
sixth century Byzantine society was characterized by public 
activity in open urban spaces; in the subsegquent period it 
became more private and inward-turning, with the home and 


House of Eplan, King ot Moab. Illustration from the Yarican Octateuch, 
Byzantinc, 12th centure. Vatican City, Biblhoreca Apostalica Vancana, 
Vat. gr. 746, ÎUl. 473» 


the extended family as the dominant focus. Architecture fol- 
lowed a simitar course. The significant monuments of the ear- 
er period were public in character, integrated into the larger 
design of the city. The Middle Byzantine period îs distin- 
guished instead by private initiative and a domestic orienta- 
ton. Pubhc architecture was limited almost exclusively to 
small churches and to defensive systems, and domestic archi- 
tecture was poorly built and of iiztle architectural interest. 


Excavations have begun to reveal the changing patterns of 
habitation atter the ninth century. Some centers were appar- 
ently abandoned and resertled under new names, the older 
ones having been forgotten, Abdera became Polystylon in its 
medieval incarnation, and Sparta was resettled as Lacedaemon.? 
Sertlements that were not abandoned shrank, and new, 
smaller circuits of fortifications were built, incorporating 
the standing remains ot older bwuldings.* Texts often refer 
to these communities as astra (fortresses) rather than as 
poleis (cities). 

The few new towns of the period were developed because 
ot their strategic locanon, either during the Dark Ages of the 
seventh through the ninth century (as at Monemvasia) or 
during the Latin occupation of the thirteenth century (as at 
Mustra).5 YYhether rhe site was old or new, defense was nor- 
mally the most important consideration, and urban develop- 
ment was completely dependent on the topography.* În 
Cappadocia in the tenth and eleventh centuries numerous 
new settlements were cut into the soft volcanic rock forma- 
tions, Although often identified as monastic, many of these 
must have been secular and agricultural in origan.” At Ephesus 
the ancient center adjacent ro the harbor shrank sipnificantly 
during the Dark Ages and then was gradually abandoned in 
favor of the more easily defended hill ot Aya Soluk, about a 
mile inland, Its sturdy fortifications survive around the 
Church of Saint John.“ At Sparta the ancient acropolis was 
reinhabited in the ninch century and then abandonced in the 
thirteenth century, when the settlement was relocated at 
Mstra on the steep slope oi a nearby hull.? 
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Ephesus in 1670, dramn by 
John Covel. Froru Foss 1079 
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[sometric reconstrucrion of a late-1ath-century neighbornood in 
Pergamon. From Rheiăt 1990 


Although main streets continued ro function in many older 
sites, new patterns of growth emerged within the rubble ot 
ancient Byzantine cities. At Nicaea both the carao (the main 
street) and the aecumanus (the principal gate) of the ancient 
city conrinued to be used, as they are today, but this example 
is almost uniquc.:* The ncw areas of sertlement exhibited a 
lack ot urban planning and grew in a dynamic, ad hoc manner 
rather than following the orthogonal street systems of antig- 
uity."! In their most basic forms, streets appeared as the area 
between private properties, varying considerably in width 
and direction, and they were normally unpaved and unmain- 
tained. The new street systems also responded to the topog- 
raphy or to the accumulated debris of the ancient cut, Such 
patterns have been observed n the American excavations at 
Corinth and Athens.!? 

Public spaces—the agoras and forums of antiquiry —were 
abandoned, and their functions were taken over by streets of 
mixed usc, with shops, workshops, and residences side by 
side. Some ot the more polluting establishments, such as 
slaughterhouses, were moved outside the walls.': Market faurs 
and other large gatherings (for example, the festival ot Saint 
John at Ephesus) must have taken place outside the walls,* 
Conversely, some activities that had been extramural in 
ancient times were moved within the confines of the medieval 
city. Because vegetable gardens had to be close to consumers, 
large areas within the walls of Constantinople were devoted 
to this purpose." Cemeteries and burial grounds, which 
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Schematic reconstruction ot a late-rath-centure Byzantine house in 
Pergamon. From Rheidt 199a 


Roman law forbade within the city limits, gradually penetrated 
che city, many perhaps associated with religious toundarions.!* 

Another defining factor of the Byzantine city was the 
remains of ancient settlements. Standing ancient buildings 
could be reused or, more likely, given new functions, and 
standing walls, foundations, and colonnades could be 
employed in new construction. Even individual building ele- 
mernits, such as ashlar blocks, bricks, roofing tiles, and archi- 
tectura! sculptures, were reused as spolia. At Pergamon, for 
example, an unpretentious medieval town arose within 
the grand ruins af the Hellenistic and Roman acropolis. 
From the eleventk through the thirteenth centure a dense set- 
tlement developed on the siope of the hill, composed ot 
irregular rooms and constructed almost entirely of spolza, 
incorporating, the remains of ancient walls.'? YPhen he visited 
Pergamon, the emperor Theodore Il Laskaris (r. 1254-58) was 
struck by the contrast between the ancient and the medieval: 
“Bewveen the [ancient] buildings are low hovels, which 
appear . .. to be the remnants of the houses of the departed, 
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Al Da Ec „i - = = DE — în: 0 i | 
Exterior of a 13th-centurv Byzantine bath building, in Thessalonike. 
Photo: Robert G. Ousterhout 


and the sight of them causes much pain. For, as mouseholes 
are compared to the houses af today, so . . . the Latter are com- 
pared to those that are being destroyed”"* 

A water supply was, of course, necessary. Cities of the 
Roman period were well egquipped wnth aqueducts for the 
public distribution of water. With a dechning urban popu- 
larion, most of these systems fell into disrepair in the 
Byzantine period, Lhe aqueducts supplying Constantinople 
and Thessalonke were maintained only with difhculry,” A 
few new aqueducts were construcred in the Middle Byzanrine 
period (as at Thebes), and an extensive system Of water distri- 
bution was developed in some parts of Cappadocia.?” At 
Corinth, Brusa, and elsewhere natural springs solved the 
water problem. În most cases, however, public systems of 
waterworks were replaced by private ones relying on wells or 
on small cisterns to collect rainwater. Nevertrheless, many 
cities were able to maintain public as well as private bathinp; 
estabhshmenis, albeir much reduced in scale and with consid- 
erably less water than ancient examples.” A weil-preserved 
thirteenth-century bath survives in Thessalonike.”? 

In antiquty the city administration was housed in a variety 
of buildings, but in the Middle Byzantine period i was 
concentrated in the residence ot its governot, who was often 
a member of the military, and in its churches. The governor'$ 
palace, usually located on the acropols or in the most secure 
part of the city, might include rooms that served as the trea- 
sury, as lodging for troops, and as the prison.* Churches 
were used for civic meetings, and after the sixth century stan- 
dard werghts and measures were kept in churches.?* 


Throughour the Middle Byzantine period Constantinople 
retainecd its unique urban character and was appreciated by 
contemporaries for its wealth, its size, and its paved streets 
and tor the presence of the imperial court. By the rwelfrh century 
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Plan ot the Byzantine bath building at left. From Xynpopoulos 1985 


the population of the Byzantine capital may have reached 
four hundred rhousand.% About noo Fulcher of Chartres, a 
participant in and chronicler ot the First Crusade, wrote 
admiringly: “O how great 1s that noble and beautiful city! 
How many monastenes, how many palaces there are, fash- 
ioned in a wonderful way! How many wonders there arc 
to be seen in the squares and in the difterent parts of 
|Constantinople]! 1 cannot bring myself to tell in detail what 
great masses there are ot every commodity: of gold, for exam- 
plc, of silver . ... and relics of saints""** Many of the city's great 
monuments and buildings from the fourth through the 
sixth century were still standing. The ancient streets, forums 
bedecked writh triumphal monuments, and basilicas and pub- 
lic buildings formed the backbone of rhe medieval city, and 
they ere used throughout the Middle Byzantine period—if 
perhaps în a diminished way.” The cit 's surviving, grandeur 
allowed emperors af the ninth and tenth centunes to stage 
imperial triumphs in the antique manner.? 

Constanunople was roughly tnangular in plan, veth its 
land'ward side closed off by the Land Walls, buult in the fifth 
century and kept in constant repair. At the end ot the pen- 
insula was the Great Palace, the sprawling, complex that was 
the oficial imperial residence, with the FHhippodrome and the 
Church of Hapia Sophia nearby. In the bwelfth century the 
Blacherna Palace, located in the northwest corner of the caty, 
became the primary imperial residence, although the Great 
Palace was maintained for official use, At the entrance to the 
Great Palace was the Augustaion Square, bounded by Hagia 
Soptua to the north. To the south, a short, colonnaded street, 
the Regia, led from the Chalke Gate of the Great Palace to the 
Mihon, the principal milestone from which distances were 
derermincd. From there the main colonnaded street, the 
Mese, led to the circular Forum of Constantine, through the 
Bakers' Quarter, and then through a series of large imperial 


forums ta the Golden (rate, where 1t connected with the Via 
Egnatia. A northern route led past the Church of the Holy 
Apostles to the Adrianople Gate and thence into the Balkans, 
The arca closest ro the walls remained largely uninhabited, 
with the densest area of settlement toward the end of the 
peninsula. Major harbors, emporiurs, and foragn trading 
colonies lay along the zolden Horn.** 

Dunng the Middle Byzantine period most new construc- 
uons were the private undertakings of the wealthy, and what 
might be regarded as public buildings— baths, docks, ware- 
houses, hospitals, and orphanages—were trequently con- 
trolled by monasteries. Morcover, new buildings werc often 
ot wood rather than of stone and thus less permanent and 
vuinerable to fire.” As prosperity increased, private estates 
grew in size and prominence, and by the twelfth century the 
great imperially sponsored and privately endowed monaster- 
ies and the mansions of the wealthy had become landmarks in 
the capital. The French Benedictine monk Odo of Deuil, who 
visited Constantinople in 1147, described elegant, lavishly 
decorated palaces but noted: “The city itself 15 squalid and 
fetid and in many places harmed by permanent darkness, for 
che vealthy overshadow the streets wirh buildings and leave 
these dirty, dark places to the poor and to travelers; there 
murders and robbenes and other crimes whuch love darkness 
are committed.” * 


There are few remains of Byzantine domestic architecture. 
The houses of the lower classes had little architectural inter- 
est, About 1200 the author Nicholas Mesantes described vil- 
lage houses made ot reeds plastered with mud and covered 
with tharched roofs.*? A few are known from excavation, such 
as a simple country house at Andravida in Elis (Peloponnesos) 
with small rectangular rooms and a porch.* 

The excavations at Pergamon grve sorne sense of a middle- 
class neighborhood development.** The houses consist of 
several rooms, often with a portico, arranged around a 
courtyard and are connected by an irregular partern of alieys 
and culs-de-sac. Similar house forms have been noted in 
other Byzantine settlements, with the house focused away 
from the street, At Corinth ro adiacent medicval houses 
excavated in 1964 have courtyards with wrells and oveuns, sur- 
rounded by rooms and storerooms. Some concern for com- 
fort and efficiency îs cvident, but virtually none for aestheric 
ISSUES. 

During this period Constantinople continued to have 
mulustoried residences, similar to Roman î754/g2 (apartment 
houses). In the rwelfth century the poet John Tzetzes described 
living in a three-storied tenement; above lived a priest and his 
family and pigs, and the ground floor below was used by a 
farmer to store hay.** This desenption suggests a dramatic 
contrast between the exclusive and contained private realm — 
from which Odo was apparently excluded —and the often dis- 
ordered, unpleasant, and uncontrolled public spaces. 


The Myrelaion complex, one of the tew sites with remains 
ot wrealthier homes, demonstrates the changes that took place 
over the centuries, The foundations of a huge rotunda from a 
fifth-century palace were used as the substructure for the 
renth-century palace ot Romanos 1 Lekapenos. The rotunda 
was filled in with a colonnaded cistern that formed a level 
platform for the palace. Ii 15 noteworthy that except for the 
chapcl, all the components of Romanos's palace were biult on 
the area taken up by just the vestibule of its predecessor.*” The 
building was pi-shaped, with a portico along; the main facade 
and a chapel off to one side. Such urban forms may be re- 
flecred in the rock-cut courtyard dwellings at Cappadocia, 
which have the rooms organized around a courtyard, a porti- 
co along the main facade, and a chapel ro the side (see illus. 
on next page).** In numerous Cappadocian examples a hall— 
the main formal room of the complex—wras given distinctive 
architectural ornamentation, and a smaller cruciform hall 
might also be included. The kirchen, with a conical vault and 
a chimney, was set to one side, and stables were often adjacent 
to the courtyard complex. 

The great mansions became Constantinople's most distinc- 
cive features. In each an extended famuly and their retainers 
lived in a sprawling network of buildings, and each was the 
center of a vast economic and social network. Lhe oîkos, or 
household, became the fundamental social organization of 
the city.*? By the eleventh century the monumentality of early 
forms was commonly replaced by complexity, The mansion 
of the eleventh-century historian Michael Attalesates consisted 
of several buildings connected by a common courtyard, 1 
had a projecting sunroom en an upper foor, a chapcl, 





Plan of Middle Byzantine houses in the agora arca of Corinth, From 
Robinson 1964 
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and another building with a mill on the ground floor and 
dwcllings on the upper ro storics.*? 

None of these ozoz, with their mansions, courtyaris, 
chapels, and gardens, survives, but one is described in a doc- 
ument detailing, the 1203 concession to the Genoese of the 
Botaneiates Palace, a sprawling, walled complex that included 
gatehouses, two churches, courtyards, reception halls, dining 
halls, residential units, terraces, pawilions, stables, a granary, 
vaulted substructures, cisterns, a bath complex, and rental 
properties.*' Such mansions may be seen in manuscript 1llus- 
trations of the period.*: They are said to be “cities within a 





city” and to “resemble cities in magritude and be not at all 
| unlike imperial palaces in splendor”*? Yealthy estates in the 
countryside may have been forified;, one described in the 
welfth-century romance Digenes Akritas was surrounded by 
gardens and defended by walls and towers; the main building 
Is said to have been decorated with biblical and classical 
figures.*+ 
Middle- and lower-class residences had little decoration, 
bu: those of the upper class were embellished with marble 
floors and revetments, as well as with mosaics and frescoes,* 
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Carpets and wall hangings were not uncommaen, and a taste 
for Islamic ornamentation was sometimes evident.** 

The contents ot the houses were relativelyv rudimentar, 
except for those ot the upper class. Simpler residences had 
rubble or wooden benches permanentiy fixeă against the 
walls tor sitting and sleeping. Only the wealthy had movable 
furniture, such as tables, chairs, and frame beds. Meals were 
taken while scared; they were served from common dishes 
and were eaten with the hands (the upper class had cutleny). 
Only at ceremonial banquets did diners recline on couches in 
the antique manner. Bedding, particulariy 1f it was of silk, was 
often one of the most valuable items în the home. Chests pra- 
vided storage for household objects, and storerooms were 
ecuipped with pie: and amphorae (large ceramic jars tor the 
storage of foodsrufis and liquids). Jewelry and other luxury 


items were kept in small ivory boxes, Legal documents also 
mention bathing equipment, kitchenware and senving, dishes, 
garments, and icons among household possessions, Books 
were luxury items, available only to the well-to-do, but sur- 
prisinglv they are mentioned in wills more often than 
weapons, which rarelt appear.” 

On almost every level, from urban design to home furnish- 
inps, evidence of Byzantinc daily life is framentary. But 
the everyday was never the major concern 1n a society where 
the physical and the spiritual were interomined. Salvanon 
was attained through good deecdis, not great manstons. As the 
staresman and scholar Theodore Merochites noted in his praise 
Of Nicaea's poorhouses and hospitals, “It 15 not sc much the 
external appearance ot the biuldings that 15 to be commended 
as the display of compassion, the philantbropea "+ 
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137. Relief Londo with a Byzantine 
Emperor 


Brzantine (t:onstanninople). probably 12th cennure 
Marble, probably Aphrodisian (Asia Minor) 
DIAM. 90 CIT (35 ir) 


CoNDITION: The stonc is a reuscd ancient pieic, 
possibly Frora a column, column basc, ar plinth; 
there is a diagonal break from che upper righr to the 
lower left, as well as a vertical break ro The righr; the 
face has suftered losses; consereatian analysis în 1984 
revealed traces al piganeut on 2 percent of the surface 
area, dating from perhaps two ar inore phases of 
painting, the dates of which are not ascertainable. | 


LAOYZENANCE: Taken from Constinnnople te the 
Venetu, 120442); acquured by Prince Karl Friedrich 
Alexander ot Prussia before 1862, rnost likeh in the 
Veneto region; br 1860 in the Klosterhot ot Prince Karl's 
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Schioss talierucke ui Porsdarn;, in the colectie of Prime 
Fnednich 1 eopold cf Prussia; Bliss collectior, va37. 


Dumbarten (Jaks, Waslungren, D.C, (37.23) 


Despire the great number of imperial partraits 
in various media, there is scant evidence of 
large-scale sculpted images after the Early 
Byzantine era. Only mac known tandi survive 
that attest to the continuation ot this rradition 
into the Middle Pyzantine periud, the present 
work and a portrait preserved in Venice.? Flerc, 
standing on an oval suppedaneumn, the emperor 
wears a long-sleeved tunic (dzvezeston) and the 
imperial fore, chlanxs, and crown;: in his right 


2C0 THE GLORY OF BRYZANTIUM 


hand he supports the labarum, and wirh his 
left holds a gipbas cruciger. The radiating 
roserte background has becn associated by 
Henry Maguire with the popular literar 
image of the emperor as the sun,* 

The sculprure's oripinal function îs un- 
known. It could have been designed for either 
public or prmiare displaș, perhaps even m the 
imperial palace of Constantinople.f Its simi- 
larity to Dweltth-centuary imperial coinage 
1s striking, and while John II Komnenos 
(co-rulership ro92—:118) has been suggested 
as the possible emperor depictred, a specific 
identihication should be considered weirh 


caution, given the abstract nature of numis- 
matic portraiture and the subjectivity that 
marks both impera! panegyrics and accounts 
such as Anna Komnene's A/exiad.€ It has also 
been proposed that the ra imperial tondi 
formed a symmetrical composition around a 
central saint or Christ figure, bus it :5 equally 
possible that the ro were part oi one or two 
separate imperial or dynastic sculpture groups. 
Mid-owelfth-cenrury portrait groups of the 
Komneman dynasty, displayed on a palace 
exterior, arc menuoned in thurteenth-centuary 
poetry, and a series of haloed imperial busts, 
resembling the tondi in format, appears in a 
Late Byzantine copy of the History of John 
Zonaras,S STB 


[. Vikan 1993, p. 104. 

2. Fizzi 1pă7, p. 513. Ă stone sculpture in the Archaea- 
logical Museum ot Istanbul, în. na. 4207 ( Firatii 
1990, Ep. 40-41), varipusly idenritteii as an 
emperar Gr an archangel, may constitute a third 
example. 

. Vikan 1995, p. 104. 

. Sec Maguire essay in the present volume. 

. Mapdalino and Nelson 1982, pp. 135, 152. 

. Vikan 199, pp. 1048. 

„ bud. pp. î0s—; Magdalna and Nelson rgsz, 

PP. 14o-q2, 
3, Pocm from Codex gr, Z. ş24, Biblioteca Marciana, 
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Venice. Magdalino and Nelson 182, pp. 135—37; 
sec also pp. 146-47. 

9. Codex gr. 22 (2.5. ș.ș), Biblhoteca Estensc, 
Modena (formerly iilutin III D, 5. 14). 
Spatharakis 1976, pp. 172-383. 


LITERATURE: [eirce anul Iler, 7âree Byzanrine 
PPorke, Te4T, PP. 3-a; Weitzmann 1943, Pp. 163—64; 
Magdalino and îclson 1o82, pp. 152—83; Yikan 1993, 
Pp. 194-8. 


138. Ivory with Christ Flanked by 
Disciples (front) and the Archangel 
Gabriel with the Virgin Crowning 

Leo VI (back) 


Evzantine ((Constanrinople), BE6—aq12 
[rar 
10-3X 10% 2 CM (4x14 xi.) 


ÎNSCRIBED: On the lront, KE EN TH AYMAMEI 
CUT EYOPANBHCET AEUN (BAC: an the back, 
RAI EIIL 14) CIO THPIUD CP ATAAATAETAL 
COOAPA (Lord, in your power the emperor Leo vill 
rejoice and in your salation he will exult exceedingr- 
hp, ct. Ps, zo:2 [21:1]i; on che frant lintel, + AITAIC 
40ITHȚUN XPICT |H]TOY Ci AO A (By the 
praycrs at the discipies, Christ, ge before your 5er- 
vant); on the back linte], + EMTELNON K KATEYTOAOY 
K BACIAEYE AEUN ANAS (Strive, prosper, and 
reign, Lord Leo, cf. Ps. 44:5 [45:4]) 


CON DITION: There arc lossces from che trames 
araund the figures on both tront and back and from 
tie scepters ot Leo and Gabriel an the back, the leaves 
ac che upper corners are broken olt. 





135, Front 





38, Back 


DROVENANCE: Turchased in Chic in 1892. 


Staatliche Museen zu Berlin, Museum fir Spătantike 
urul Byzantinische Euunst, Berlin, Cacrman (2006) 


Tlus important but eniginatic Ivory has yet to 
yield all its secrets. There 1s now a scholarly 
consensus that the “Emperor Leo” referred 
to in the inscriptions is Leo VI the Wise 


(r. 886-g12) rather than the lconoclast 
emperor Lea Y the Armenian (e. 3813-20), as 
proposed by Kurt Weitzmann.* However, 
there 15 no agreement about the original 
function of the mor; holes drilled in its base 
and in its two acanthus acroteria suggest that 
at same stages of its career it cirher served as 
an attachment or had other objects attached 
to it.5 But whether it was the up ofa scepter,€ a 
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grip on the lid of a casket containing; a cron 
or some other object connectei with imperial 
ceremonial cannot today be determined. 

The figures on the rrory, whuch are shown 
half length and identified by flankingz names, 
are enclosed in an elaborate frame of four 
columns at the corners, supporting lintels on 
which there arc inscnptions. Cn both the front 
and the back large arches, also carved with 
inscriptions, rise from the columns. Each of 
the arches encloses a tall, shell-headed niche 
with three windows Aanked by po smaller 
shell-headed niches without windows. This 
frame has been corpared with the intertor 
architecture of the east end ot Hagia Sophia 
in Constanunaple — that 15, the ivory appears 
to suggest the great eastern arch that supports 
the deme, and beneath îi the semdome of the 
central apse virh its upper tier of three win- 
dow's, flanked by the po semidomes of the 
lateral niches.“ On the frant of the ivory is 
Christ, beneath his invocanon insecnbed in 
the lintel.? with Saint Paul on the left and 
Saint Peter on the right (the *disciples” 
mentioned in tie inscription). Between the 
columns on the narrow sides of the abţect 
appear two doctor saints, Kosmas on the left 
asul Damianos on the right, each carrying 2 
medicine box în bus left hand and a surgical 
instrument în Has right. 

The scene on the back depicts the Virgin, 
who does not sc much crown Leo as add ro 
his diadem a jewel, which she holds berween 
the thumb and forefinger ot her right hand.ă 
This action refers to Psalm 20:4 (21:3), “You 
sect a crown ot fine gold on his head which 
tollows Psalm 20:2 (21:1), quoted in the 
inscription on the front and back arches.” 
In Byzannnc oratrory the gemstones of the 
emperor's regalia were associated with his 
wislorm and pietv.!” On the other side of the 
Virgin îs portrayed Gabriel, who echocs the 
emperor in dress and pose. Each of theni wears 
the long jeweled feros, or scari, carmes an orb 
in the left hand, and holds a staff at the same 
angle across the right shoulder. This association 
ol the emperor with the angels, as a colleague 
at the hcavenly court, follows a convention ot 
imperial panegyric that gainec currency during 
the Macedoruan period." Thus the umages and 
inscriptions on the vor; are both a statement 
ot Leo's divinely sanctioned political power 
and a prayer tor his reception into the man- 
sians of heaven, HM 


I. Carrigan i978, p. 407; Wessel 1978, val. 3, culs. 
31-92; Schminck 1984, p. 231 n. 138; Arnulf 1990, 
PE. 74-73; utler 1994, pp. 200, 277 1 $&, 

2, Weizmann, “or Sculpiare,” 1971, PP, 0-1. 

3, Arnulf poe, pp. 70-72; Cutler 1954, p. 200. 

+. Goldschrmdr and Weiremann Le3a, vol. 1, p. 52, 
na. 88; Corrgan 1078, pi. +07, 

s. Cutler 1994. pp. 200-201. 


6. C_orrigan 1978, p. 4ri; H. Maguire, “Heasenh 
icurt ” torte coTirige 
7. Cutler 1994, p. 138. 
Ș. Arnulf 1992, p. 82. 
9. ÎOITIgan I97Ă. p- 409. 
10, Arnulf 1990, p. 83. See also the essay “Images 
cat plc Court” in this cauze. 
11, H. Maguire toys, pp. 65-60; H. Maguire, 
“Heavenly Court” (forthconuing). 


LITERATURE: (soldschmidt and Weizmann 1930, 
al. L, pp. $2—53, îta. BB, pl. 35 Weiterriaruri, “Înca 
Sculprure,” 1971, pp. 190—11, pl. 14; LOTIgAn L1a7Ă; 
Wessel 1978, vol. 3. cols. 3901-02: Schiturick 1383, 

p. 241; Fi. Maguire ra8g, p. 223, fig, 13; Arnulf 1990; 
Cutler Ioa4. pp. 135, 135, 103, 200—201, 211, 220, 224, 
249, fig. 155%; FH. Magure itorcheoming., gs. ș. 6. 


ExHIBITIONS: Paris 1931, no. 6%; Munich 1957, 
re. 18, Edinburgh 1958, na. 3; Athens 1063, ne. SI; 
Brussels 1082. no. [+ 6. 


139. Triptych Wing with a Byzantine 
Emperor 

Byzantine (Constantinople), ca. 34575 

Ter 

16.4 x 6.3 cm (2 X 2 url.) 

CON DITION: The corner; near the hinges are 
staimed, upper, arud crackerd; there is a small loss n 
the upper-lcit corner; an insert, probabl original, îs 
located in ţhe loer-rght corner an the lrerat; a vertical 
crack rums through tic relict; traces cit prgTiaceat sure, 
PROYENAXCE: Stroganoit collection, Rome; 
Arthur Sachs collection. 


Thurbarten LJaks, Vashingror, Tit. (47.11) 


The Dumbarton Oaks plaque 1s the only sur- 
viving part of an ivory tripeych made about the 
middle ot zhe renth century. 'Lhe curvature at 
the nght side and the socket holes confurmn that 
it was the lefi wing. Carved on the back îs an 
eleganr cross. The nimbed man dressed in impe- 
na] costume gestures toward what would have 
been the majur scene on the triptyeh, that of 
its center panci. Because the inscrption rit- 
ten on the background has been rubbed away, 
the Îgure's ulentity must be a rnatter for con- 
jecture. One ot ro possibilities 1s that the 
emperor Is Constantine the Great. Constantine 
was one of the few saints represented by the 
Byzantines in imperial regala. The identiti- 
cation can also be supported bv a piausible 
reconstruction of rhe entire triptych that 
would have the Cruciizuon at the center and 
Constantne's santed mother, Helena, on the 
apposite leaf. he Crucifixion was one of the 
most popular devotonal themes for tor 
carvers, and the combinaton of Constantine 
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and Helena wath this subject or with a plain 
cross 15 well known from Byzantine enamel 
work and 1vorv carving ot the Middle Ages 
(see cat. nos. 40, 301). During his lifetime 
Constantine the Carcar was represented beard- 
less, as he was depicted in the late-tenth- or 
early-eleventh-century mosaic uver the south 
door leading into Hagia Sophia.. More often, 
though, the Byzanuines showed Constantine 
with a trim bear, usually shorter than that of 
the emperor on the plaque. 

The second possibihty, and one that cannot 
be ruled out by the mimbus, 1s that the carver 
depicted a contemporary ruler venerating the 
subjecr of the lost center panel. The portrait 
type sugpests either Leo VI (rc. 886—912; see 
cat. nos. 138, 147C) or his son, Constantine VII 
Porphyrogennetos ([. 945-59; see cat, NOS. I40, 
1470), both of whom were represented xath 
beards hke that of the figure on the iory; the 
imperial regabha trends to favor Constantine VII 
over Leo VI. Kurt Weizmann has suggested 


that the plaque was intended to portray 
Constantine VII in the guise of Saint 
Constantine the Great.” The Romans had 
macle double portraits — Augustus as jupirer, 
Commodus as Herakles, tor example — buţ 
it remains uncertain whether the Byzantines 
corminued or revied this ancient tradition 
in a christianized torm în their visual arts. 
CA 


[. YYhiztemore 1936, pl. xl. 
2. Weitzmann 1972, Pp. 59-60. 


LITERATURE: Goldschmidt and Weizmann 1934, 
vol. 2, p. 47, pls. XXIX, LXIIL; Weitzmann 1972, pp. 58— 
82, pls. ș, Xa; Cutler ra85, pp. 31-32, fig. 30. 


ExXHIBITIQNS: Baltimore 1547, 0. 148; Arhens 
Ipâ4, 0. 90. 


140, Plagque Fragment with Christ 
Crowning Constantine VII 
Porphyrogennetos Emperor 


Byzantiae (Constantinople), mid-roth center; 

[or 

18.8 9.5 CIT 7 e 34 171) 

INSCEIAFD: At the top arul below the empercr's 
let han, Ko CTAN TIC EN AȚE ji AT IUKPATUP 
BACIAEYC PUONMÂALU* (Constantine in Christ 
Emperor and Basileus of the Romans); on either 

side ot C.hrisrs head, IC XC (Jesus €-hrst] 


CONDITI ON: Tic iv has cracked arul split, result 
ing in che Joss ct its Boston and side borclers; ie sur- 
face has darkened, possiblw as a result ot varrushuragr. 
ÎROYFENANCE: Fjrniatsiu, Anenii: van col- 
lecticui;, Flistore M useri, Bluscei, 1932. 

Sate Pushkin Museum of Fine Arts, Moscow, 
Russian Federation (11 2 b 329) 


Under a baldachin, ence supported br 
columns, the emperor Constantine VII 
Porphyrogennetos (1. 9435-59) î5 represented 
being proclaimed emperor by Christ. Lhe 
lentification of the emperor Constantine 
named in the inscription is based on the un- 
mustakable portrait of Constantine VII known 
from his coinage. Constantine became sole 
ruler of Byzantium in 945, and this scene 
confirms and commemorates his accession 
to the throne. Christ 15 standing frontally in 
contrapposto on a footstool that elevares him 
above the emperor, In his left hand he holds 
a scrall and with his extended nghr hand he 
touches the emperor's crown. His head is 
slightly turned toward Constantine, who 
bows betore Chnst, holding both hands in a 


position of prayer and adoration. This image 
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of the emperor shows him in all hurmlity. 
Except for his crown and eros, he has no impe- 
rial aurributes, not even the commonly shown 
halo. 'Lhe inscnption, henaever, in spelhng out 
his full zitles, states his nghriul and legitimate 
claim ro the Byzantine thronc, *hich he vas 
deprived of for thirty years. 

Iconographically this scene îs one of the 
best-known impenal images of Byzanrrum, 
although it was not developed until the 
ninth century, beginning with Emperor Basil ] 
ir. 867-386), the founder ot the Macedonian 
dynasty. he composition confirins in visual 
rerms what 15 uttered in ceremomal acelama- 
tionş. In De ceremonits we read, far example, 
that on the feast of the Epiphany, when Christs 
baptism was celebrated, the most graphic 
acclamation chanțed by the Green faction to 
the emperor returning from Hagia Sophua 
was: “He who today was baptized through 
the hand ot the Prodromos |the Precursor | 
proclaims you today emperor with his awe- 
some hand and points you out as worthy 
throughout the universe.” Ihese words draw 
on the image af Christ's baptism: as John's 
hand had baptized Christ, se now Christrs 
hand presents the emperor, conficming, his 
divine selection. Not only visually but also 
symbolically and ideologicaliy the parallel 
between Christ's baptism and the imperial 
proclamanon :s made manifest. 

The plaque was most likely produced 
as a commemorative gift at the zime of 
Constantine VII's accession, following an 
established tradition whereby appropriate 
Images of the donor were handed out on 
such occasions to friends and gh officials. 
Fest known in this categorv of objects are 
the ivory consular diprychs and the Vssoriuum 
of Theodosios ] from the Early Christian 
period. IK 


LITERATURE: Goldsclumaidt and Weizmann 1944, 
val. 2, no. 33; Bank 1977, pl. 122; Ralavrezou 1996. 


EXHIBITICH: Moscow 1977, ol. 2, p. g€. 


141. Casket with Emperors and 
Hunters 


Byzantin [i.onstantinuple), 1cih oc sth centure 
Ivcră. pigment, arul sir 

13.4 26.4 03 CT [5 LO E il UL.) 
ConDITrion: There are cracks in the lid and end 
panels, 


TROYEHANCE: Saud to have been brought from 
Constanrinopie ro Irompes bw Jean Langleis, chaplain 
to (_ramier de Iraisnel, bishop ot Irowes, after tic 
sack of 120q. 


Tresar de la C-arhedrale de Troves, Irowes, France 


The Troyes casket is a precious statement of 
Bizantine imperial ideology. Its very construc- 
Tion suggests patronage at the lughest level ot 
society, for the ivorv panels are not afixed 
to a wooden core, as was usual the case, but 
themselves make up the sides, lid, and base, 
having, originally been held together at their 
beveled edges by means ot ivory pegs. In the 
style of carving; the ivories belong; to the so- 
called Romanos Group, which is named 
after a famous panel, no in the Cabinet 
des Medailles, Bibliothegque Nationale, Paris, 
showing Christ croaning an emperor and 
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empress labeled as Romanos and Eudokia. 
Since there were wo Byzantine rulers 
named Romanos who married women 
named Fudokia, rhe ivory in Paris has been 
dated either to 94549, during the lite of 
Romanos IL, or beoween 1068 and 1071, In 
the reign of Romanos IV Diogenes.” The 
casket strongly resembles the Romanos rorș 
in the carving of the faces and crowns of the 
emperors portrayed on the lid.* Furthermore, 
some details on the front and back of the box, 
such as the lion, rhe boar, the dogs, and the 
oak tree, can be compared in their naturalisrn 
with the freze of animals and plants at the 
foot ot the cross on the back of the Harbawille 
Iniptych in the Louyre, another member oi 
the Romanos Group (cat. no. 80). Even the 
trunk of the oak tree, with its triangular hol- 
tows providing shelter for smail animais, 
finds an echo în this triptych. 

The ld shows two emperors on horseback 
in alrnust syrarmetrcal poses, flanking; a walled 
city. he horses are richlp capanisoned with 
jeweled bands, whule the nders wear armor 
and crowns with long pearly pendants. At 
the open gates of the town, its personification, 








T4I. Eront 


a woman with a mural headdress, offers a 
crown, apparently to the emperor on the 
right. On the battlements of che ciry and in 
the doors of the buildings, citizens acclaim 
the cmperors with outstrerched arms. The 
Image ra1ses several problems. Are two 
cdifterent emperors represented, or is one 
emperor repeated rwice, “for decorative rea- 
sons"1* One detail argues for the portrayal 
of two rulers: the poses of the riders arc not 
compietely syrmmetrical, as they would be, 
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tor example, in the bilateral design of a 
drawloom silk: zhe head at rhe horseman on 
the night, who îs in the more honorific pose, 
is completely frontal, while that of the other 
1s turned to the left, 

The imagery of the lid closely matches 
written descriptions of the aqventus, the cere- 
mony ui wiuch the emperor was received in a 
town Or city after a victorious nulitary cam- 
paign. According ta a description ot țhe 
adpentis ot Basil | after an eastern expedition 
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in 878, the emperor and his son Constantine 
approached the Golden Gate in the walls of 
Constantinople on “white horses equipped 
with gem-encrusted caparisons” The emper- 
or wore an imperial dhadem and a “gold- 
embroidered breastplate-tunicy” while his heir 
wore golden greaves and held a gilded spear. 
When they came to the gate, the emperor was 
presented vh a golden crovn by the eparch 
of the city betore he entered and processed 
through the capital to the Great Church of 
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Hagia Sophia.5 The image on the hd does not 
present a narrative of the event, with move- 
ment linked in space and time, so much as a 
symbolic tableau in front of the ciry. The 
emperors should not be visualized as depart- 
ing from the walls, but as facing the viewer 
in a hieratic composition, with the more 
senior ruler on the right, in the more frontal 
pose, and with the junior partner on the left. 
A parallel method of composition can be 
seen in frontal portrayals of chanots, such 
as the ivory from Darmstadt showing the 
Ascension ot Alexander (cat. no. 1s1). There 
the bo griffins drawing; the vehicle are shown 
in profile, flying to cither side, even though 
the royal rider 15 faoing the viewer. The caty, 
with its persomification and its gesturing; cit- 
izens, 15 depicted as the locus of the ceremo- 
nial, not at one point in time buc ac different 
phases: first the proffering of the crown at the 
gate, and then the progress of the procession 
insicle the city, where the inhabitants appear at 
their doorways to acclaum their triumphant 
rulers, as described in the Byzantine texts.f 

The front and back of the box bear scenes 
ot the hunt, which in impenal panegyric was 
evoked as a metaphor for imperial victory.” 
On the front two horsemen attack a lion; their 
svmmetrical poses on outward-facing steeds 
parallel those of the mo emperors flanking 
the city on the ka. The rider on the left wears a 
crested ioupha, the ceremonial helmet worn 
by the emperor at Byzantine triumphs.* On 
țhe back of the casket is carved a boar hunt 
remarkable for its naturalism. The tree that 
rises behind the beast, with uts carefully depict- 
ed acorns, is explained by a passage from an 
encomiurv ot the oak tree written by the tenth- 
century rhetorician John Gieomcetres: “ The oak 
is able ro feed not only domesuc but also wild 
boars, from which and against which comes 
all the strengrh ot the hunt, the daring, the 
skull and the practice [directed] against the 
enemy.” ? 

The wvo ends of the casket are remarkable 
in another way, for thev provide one of the 
few incontrovertible examples ot Chinese 
influence on the art ot Byzantium. Each ivory 
depicts a scrolling plant that frames a bird 
with a long, undulating neck, a tal! crest, and 
a long, upward-curving, wing and tail. This 
creature bears a striking resemblance to the 
phoenixes portrayec on Chinese silks, dishes, 
and mirrots.'* Even here there may be a polit- 
ical message, for che imperial panegyrics were 
rich vath hornieultural imagery conveying rhe 
ideas of flourishing growth and renewal," 
while the imitation of exotic impurts was a 
form of cultural approprianon also expressve 
of Byzantine power. 

HM 
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„ Paris, Byzance, 1992, pp. 232-533; Cutler 1995, 
pp. 605-10. 

2. Kalavrezou-Maxeiner 1977, pp. 305-25. 

3. Goldschmidt and YVeitzmann 1936, vol, 1, p. 63, 

no, 122; Cutler 1994, p. 207, 

4. A. Grabar 1936, p. șo; A. Grabar, LArt de la fin 
de LAntiauite, 1968, vol. 1, p. 222; Paris, Byzanre, 
1992, p. 258. 

„ Haldon, Three Teatises, L990. pp. 142-44. 
Compare ibid., pp. 1+8-s0 (triumph of 
Theophilos); Van Dieten 1975, p. 108 (trium- 
phal entry of Manuc | into Antioch), 

6. HGrandnet 1974, p. 223. 
7. Patlagcan 1992, pp. 257-63; H. Maguire, 
“Imperial Gardens) 1904, pp. 191-93, 197. 
8. ODB, vol. 3, p. 2:00; Hunger 1990, p. 30. 
9. Luttlewood 1972, pp. 4-s. 
10. Goldschmidt and Weitzmann 1939, vol. 1. p. 63, 
îg. 37; H. Maguire 1994, pp. 194-297, fig. 6. 
II. H. Maguire, “Imperial Gardens” 1994, pp. 189-391, 
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LITERATURE: Goldschmidt and Wetzmann 

1930, Vol. 1, p. 63, no. 122, pls. 69, 70; A. Grabar 1936, 
pp. şo-şi, pl. 10; A. Grabar, LArt de a fin de LAntiquite, 
1968, vol. 1, p. 222, pl. 35; A. Grabar, “Rayonnement,” 
1971, p. 696, pl. 22; Cutler 1994, p. 207; H. Maguire, 
“Impenal Gardens, 1904, pp. 193-097, ligs. 4-8. 
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EXHIBITIONS: Paâris 1931, no. 75; Edinburgh 1948, 
Na, 13$ Athens 1964, no. $2; Paris 196$, n0. 172; 
Brussels 1982. no. Iv. 23; Paris, Byzaxce, 1992, no. 168, 
pp. 25859. 


142. Psalter 


Bvzantnc (Constantinople?), 10s%-s9 

Tempera on vellum; 63 gatherings, most ot which are 
quatermons; bound roperher in 2 vols. (31 gatherings 
in vol. 1, 32 gatherings in vol. 2); 221 illustrations 

33 X 27 CM (13 X 10% în.) 


|>scaiBEb: Multipie inscripaons; see De Wald 10.42 


PROVENANCE: Said to have been found in the 
Monastery of the Virgin Pantanassa (perhaps in Mistra, 
in the Peloponnesos, Greece); entered the Vancan's col- 
lections in the fifteenth century (Îrst inventoried în 147$). 


Biblioteca Apostolca Vancana, Vauican City 
(Vat. gr. 752) 
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The Dance of Miriam and the Israclitc Wornen, fol. 449v 


This unusual psalter contains not only the 
psalter text proper but also a catena, and for 
each psalm it has at least one illustration. It 
also has ar the beginning a scrics of miniatures 
of the lite ot David, whuch accompanv the 
paschal tables, and from folio 3 to folio 16 
there are ulustrared prefaces taken trom van- 
ous commentaries an the Psalms by Church 
Fathers. Wuth its over tio hundred miniatures 
it 15 ane of the tew rich lumunated codices 
af the Middle Byzantine period. Its paschal 
tables establhsh 1053-59 as the date pf its 
production, a few years after the schism of 
the Eastern and Western Churches 1n 1054. 
Recent research has shown that an indepen- 
dent story is encoded within the biblical 
narrative that is ostensibly the subțect of the 
llustrations. These also address contempo- 
rary issues and events involving Church and 
state by means of figures from the Old and 
New Lestaments anul from Christian history. 

Onc ot the most revealing of such images 
1s the full-page illustration of rhe Canticle of 
Moses, sung after the Crossing of the Red 
Sea. It is ummedhatety clear that the circular 
arrangement of dancing women 15 an unusual 
umage. Tradinonally this canticle îs illustrated 
with the Crossing of the Red Sca and Miriam, 
the sister of Moses, leading the Israclires as she 
dances, someumes fullowed by other women, 
at the head of the group. Here Miriam, iden- 
tified by the inscniption above her head, and 
thurteen other women are represented dancing 
in a flattenecd circle, holding; each other at the 
shoulders as Greek dancers do today. Their 
long, colorful silk brocade dresses with elabo- 
rate clesigns are of the type worn at court in 
the eleventh century; many are patterned in a 
style farmlar from suriving examples. They 
have long, pointed sleeves, a sign of aristocrat: 
ic dress, and sashes around the warst irailing 
almost to the ground, which float away from 
the body as the women bend to do the crossmg, 
step. Fach dancer wears a large hat extending 
to either side of her head. 

A long inscriprion runs around the circle, 
beraeen the heads of the dancers. It 1s com- 
posed partly of che last words of Exodus 
15:20-21—where we are told that Miriam as 
followed by all the women, who danced and 
played tambourines, and she sang to them: 
“Sing to the Lord, for he has triumphed 
glonously; horse and rider | Pharaoh] he has 
thrown into the sea"— and partly of short 
phrases taken from the canticle itself. 

Whthin the circle made by the dancing 
WOMEN, set against a gold background, there 
are eight musicians who play a variety of 
instruments: a flute, a vioi, a drum, cvmbals, 
a tuba, a small and a large harp, These figures 


are part of the choruses of musician-praphets 


who often surround David and assist in com- 
posing the Psalms. An insenpnon that nuns at 
the feet of the women makes reference 10 them, 

On the one hand, therefore, thus Ulustranon 
represents Daad's musicians, th Minam and 
the Israehte women, celebrating the victory 
over Pharaoh — all part of the Bible narrative. 
On the other hand, the type of round dance 
shown, the somen's attire, and the instruments 
played are features of Constantinopolitan tite in 
the eleventh century. 

We do not know exactiy how to understand 
the secondar; meaning; ot this image. Clearly 
it has a celebratory purpose, possibly referring 
to a specihc victory that now escapes us. What 
1s evident, however, 1s the immediacy that it 
must have had for a Byzantine viewer at the 
tume it was parnted. Io find such an anomalous 
image in a psalter would surely have araused 
curiosity and perhaps drawn attention to the 
other illustratons and the message that they 
were intended to convey. 

LK 


LITERATURE: Le Wald I942, EP. 31-42, pl. LIv; 
Kalavrezon et al. 1993. 


143, The Honnulies of John Chrysostom 


Byzantine (£ „anstantinople), ca. 10711 
Tempera and gol or velluni, 324 fols. 
425 £ 31 CI (163 12 11.) 


ÎINSCRIBE d: LC bu CPUIPON PEPE 
EAARNIINUORNIA EPORUIMN TAIC APETAL MAAICTA 
RĂATECTEMME SLI INAPICTATAL tul 
TILCTOTATUIN AEPOTHI:AMAPEC AD AAEC 
EXLENEIC WE XH IIAEOA:IMAHS Ti TPARUNTI 
CT MIIADHIC FEANOIC ANA SIC THN CEPEI TAP 
EIC TO CU MALICTHN RPATIIC 


[You hold the chronc, which shines like the marning 
star,  Wreatmhed abose all math the virturs. 7 Beside you 
starul rhe pinnacle ot those ha are most loval co 
YOu, 4 Chosen men, morecwver nobile ui their soul. But, 
CO king, may vou she srmpathu ta che scrie, i For 
he brings the utmost loyalty to your sovereignti.) 
CONDITION: The miniature displays some ahra- 
sons and ioss ot pair, especially on the costume af 
The pretepraealros. 

PROYENANCE: In the library ot Chancellor 
Seguier (d. 1672); begqueathed by hus son Henri- 
Charles, duke cf Ccaslin and bishop of Metz, to the 
Abhey at Saint-(zermatn-des-Pres, Paris, în 1731, 
transferred te the Bibliorheque Nationale în 1795, 


Bibliorhequc Nationale de Erance, Paris, France 
(As. Coislin 79) 


One of four introductory miniatures that 
preface a copy ot the Homules of John 
Chrysostom, folio 2r shows a Byzantine 
emperor sitting on an elaborate throne, behind 
which appear the ro mmperial virtues of Truth 
and Justice, each identifiec by an inscniption, 
Below stand four high court oflicials, Reading 


from left zo right they are: “the procdres and epi 
tou banibleiou ” “the protoproedros and protoves- 
tinrios, “the prozdros and dekanos, and “the proe- 
dos and uegas primtbertos:" The other side ot 
the tolo shows the same emperor standing 
between the archangei Whchael and Saint John 
Chrysostom, who ofters a bocak of hus homilies 
to the ruler; at the emperor's feet 1s a small 
kneelng figure, either rhe scribe or the painter 
ot the manuscript.* “The other two prefarory 
muiniatures are on folio 2 bis. On the front 
appears another portrair of the emperor, who 
sits an a ligh throne while he listens to a monk 
idlentified as Sabas. The laţter stands before 
him expounding the text ot the homilies from 
an open book supported on a lectern (see 
ilus. an p. 82). On the back ot the foho ss a 
double standing; portrait of the emperor and 
his empress, crowned by a half-length figure 
of Christ emerging, îram the golden back- 
grouni (see illus. on p. 182), 

The history ot these illuminarions îs some- 
what complicate, It appears that originally 
three paintings were created, all depicting 
Michael VII I)oukas (r. ro71—78): the emperor 
and his courtiers (fol. 2r), the emperor wrich 
John Chrysostom arul the archangel (fol. 2), 
and the emperor with his Georgian spouse, 
Maria of Alania (fol. 2 bis v). After Michael 
had abdicatez, the miniarures were reused — 
cur out of rheir original folios, which proba- 
bly contained texts reterring 10 Michael by 
name, and pasted into new parchment frames. 
At the same time the face of the emperor was 
rerouched siighrly ro make him appear older, 
especially through the lengrherung Of fus beard, 
and the inscriptions were changed so that he 
was nem idenrified as the successor of Michael 
VII, namely Nikephoros III Botaneiates 
(r. 1078-81). Because Nikephoros III also 
marned Mana of Alarua, her features were left 
untouched, Fall, a new dedhcanon minanure 
was paintecd on the front of folio 2 bis (which 
had prewiausly been blank) showing the monk 
Sabas before Nikephoros III. Laudatory verses 
were inscribed on the frames of the newly pre- 
pare miniatures, and these were inserted into 
the homilies for presentation to the new 
emperor.* This procedure of “updating” an 
older imperial image through interventions 
in the faces and inscriprions was not unique; 
similar alterațions had been made to the well- 
known mosaic ot Constannne LX Monomachos 
and Zoe in the south gallery ot Hagaa Sophia 
in Constantinople, which had earlier depicted 
the same empress together with her first hus- 
band, the emperor Romanos III.* 

The miniatures are țustiy famous as lumi- 
nous ciagrams of imperial power. Folio 2 
bis + shows the derivation of the emperor's 
authority frem God, while tolio 2r shows the 
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143. Emperor Nikepimean INI Borancuues ani Coturers, bul. 2r 








144. Emperor John Il Komnenos and His Son Alexios, fol. ov 


emperor as the light that shines upon the high 
ofhcials of his court, who turn their faces, lke 
four sunflowers, toward him. A contemporary 
courtier, Michael Psellos, expressed the relauon- 
ship of Gad, emperor, and subzecrs in a similar 
way: “ What the creator îs in relation to you, 
this you may be in relation ro 115.5 

II M 


1, Spatharakis 1976, p. rio. 

2. Thumtrescu îgă7, p. 42. 

3. Spatharakis 1975, pp. 12-15; Dumatrescu 1987. 

4. Kalavrezou 1994, pp. 249-ș1. 

ș. Kurtz 1936-41, ol. 1, p. zi; sce H. Maguire 1939, 
p. 225, 


LITERATURE; (Cmont 1ş2g, pp. 32-34, pls. 61-64, 
Spatharakis 1976, pp. 07-18, figs. 69-76; Spatharakis 
Ig, no. 94, pls. 113-756; Durmtrescu 1pă7, gs. I— 
H. Maguire 1989, pp. 22128, figs. 7, 8; Kkalavrezou 1994, 
pp. 2495-41, bg, 8; FH. Waguure, “Heavenly Cout ” 
(forthcoming), gs. 3, 4. 


ExHIBITICNS: Paris 1031, no, 6ây:; Paris rasă, 
no. 29; Paris, Byzaace, 1992, pp, 3690-61, 00, 271, 


144. he Gospeis of John II Komnenos 


Eyzantine ((constantinople), ca. 1128 
Tempera and gold on vellurn, 325 fols, 
LS.5 x zcm (744 x 44 in.) 


FEOvENANCE: În the possession ot Fedenco da 
Monteteltra, duke of Urbino (1464-82); remained in 
the possessian at the dukes of Urbino unul 167, 
xhen the library was acquired by the Vatican, 


Biblioteca Apostolica Yaticana, Yatican City | Urb. gr. 2) 


This copy of the Four Gospels contains a 
double portrait of Emperor john II Komnenos 
(£. 1118-43) anl his son and hear to the throne, 
Alexios, who died before his father in a 
hunting, accident, Using the common visual 
formula ot the enthroned Christ bestowing 
the crowns, the artist expresses rhe Byzantine 
behef in the divine origin of impenal power. 
Flanking Christ are personifications of Charity, 
at the left above John, and Justice, at the righr 
above Alemos, Delcately painted on a chalky 


white ground, the faces of the emperor and 


his son difter from all the others în the mari- 
uscript, a departure from convention which 
sugpests that the artist arrempted to capture 
the actual appearance of John and Alexios, 
The manuscript 15 notabiy smaller than 
nost others with imperial portraits (see, for 
example, cat. no. 143), perhaps because 1 was 
intended for devotional use by Alexios or 
another family member. Bound at the start 
of each Gospel is a full-page devotional 
image: Christ's birh (Marthew) and bap- 
tism (Mark), the birth and naming of John 
the Baptast (Luke), and the Anastasis (John). 
Although the addition of icons to portable 
copies of the Gospeis had become popular 
in the mid-eleventh centurv, the examples 
in the Grospeis of John II stand apart from 
others on two counts: the lawsh use of gold 
and the thuck lavers ot pigment give the minia- 
tures an especially rich appearance, and an 
afinity with Byzantine 'llumination of the 
tenth centurț lends a pronounced naturalism. 
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Both thesc charactenistics mav have been 
viewed as appropriately imperial, 

The Gospel book had a privileged place 
in the library of Federico da Montefeltro, 
duke of Urbino, who no doubr saw his own 
power refiecred in the ownersmp of a book 
once read.by the Byzantine emperor, 

JCA 


LITERATURE: Stornajulo i895, pp. 3-8; Starnajolo 
1910, p. 93, pls. 83-04; Canari and Peri 1970, p, 329; 
Spatharakis 1976, pp. 79-83; Weyl- Carr 1980, p. 134; 
Buonuore 1986, p. 713: Ceresa gyi, p. 28%; Anderson, 
“Past Reanimated,” Log, pp. 39-22. 


FXHIBITTONS: Vatican Citi 1975, n0. 184; Ravenna 
1990, na, 9+; Cologne 1002, Do. 24. 


145. Enamel Plaques and Medallions: 
“The Crown of Constantine IX 
Maonomachos” 

Byzantine, 1042-50 

Gold and cloisonn€ enarmel 

A. ÎL $ CIT (qi 2 in] 

B. 10.5 % 4-d Cin (qi XI inj 

C. LO 7 3 48 Ci (aq x 1 ini.) 

TD, 10 £ 43 cm (4 14 in.) 

E. 9.8 qi CT (3 RI in) 

FE, and 3. $.7% 42 CR (3 XI in] 

ÎNSCEIBED: A) KUSCTASTINOC AY TOKPATO 
POMEON 0 MONOMAXOC ((Comstanrine Monomachos, 
autolater ot the Romane; B) ZiaH Ol EYCAIBAIC- 
TATH AYTUYCCTA |Zoc, the Mast PIUS Asgarta ); 
C) REOAMDPA II EVCAIBECŢATŢI ATTONCTA 
(Thecxtora, the most pious Atqusta); Fi EI AALOILA 
(Tiuth); G) [i TAIIINOCIC (Hunii); E) O A 
IETPOC jSaanr Peter); 1) O A ANAPEAC (Saint 
Andrew) 

CONDITION: There ure lasses of enarnel na all the 
places. 


PROYENANCE: Reportedly found during plowing 
at che village ot Nyitra-Trânka în Slovakia; sold ta the 
Magvar Nemzcti Mizcum betueen 1861 and 1870, 


Magyar Nemzeri Muzeu, Budapest, Hungarv 
(99/1860) 


That the seven arched plaques were made to 
be sewn onto a cloth or learher backing îs 
sugyresred by the small, irregulariy spaced 
holes drilled inro the narrow strips soldered 
around the backs of the enamels just inside 
rheir cdges. Because the hales arc nat set at 
the same levels on plaques of the same size, 
they could not have been intended for jo- 
ing, the plaques together by means ot hooks 
or wires. Nor îs it likely that the holes at the 
bottoms et the plaques were designed for 
attaching pendent pearls and jewels, as they 
are not noticeably more torn or bent out of 
shape îhan the hoies at the sides.” Arabic 
sources speak of Byzantine belts of cloth 
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encrusted with gold and enamel plaques.* 
A similar use must be envisaged for these 
objects, although the arched tops suggest that 
they were intended for a diadem of some 
kind rather than for a belt, A parallel is pro- 
viudecd by five tenth-century ename! plagques 
found at Preslav, Bulgaria, which are deco- 
rated wath che Ascension of Alexander and 
xnth fabulous beasts; these also have arched 
tops and are perforated by small holes at their 
edges tor seving.* 

The two medallhons with Saints Peter 
and Andrew, which were ceportedly found 
together with the seven arched plaques, 
were originally attached by a different method 
and probably came trom another abject. Each 
redallion is pierced by four nail holcs, which, 
because they damage the inscriprions, likely 
represent a subsequent use, În addition, the 
colors af the medailions are slightly difterent 
from those of the plaques, especially in the 
fesh tits, which are darker. 

The tallest plague shows an emperor dressed 
in ful! imperial regaha. The upper part ot his 
body is Aanked by an insecnption idennfing 
him as “Consrantine Monomachos, gutofrator 
at the Romans”; the lower part îs framed by 
vine scrolls in which are perched six colorful 
birds, Next in arder of heighr are four enara- 
es, two ot which portray empresses, and bo, 
dancers. Inscriptionis identify the empresses as 
“Zoe, the most pious azqusta” (the vite of 
Constanrine LX), and her sister, “Theodora, 
the most pious augusta” Standing stiifiy in full 
regala, they are tramed by lush vine scrolls 
with birds, Yines and birds also surround the 
Two dancers, each ot whom kicks ane leg 
behind her and holds a long, billowing, scart 
over her head. The two smallest plagues depict 
the sartues ot 'ltuth and Humuiliry, each person- 
ification flanked by teo cypress trees, each 
with ru birds in its branches, The inscrip- 
tions contain mâny faulrs of orhography, ă 
feature shared with the Byzantine enamel of 
[rene Komnene on the Pala d'Oro in Venice. 

Byzantine parallels can be fouud for most 
at the apparent anomalies in the imperial 
costumes.* A parallel for the form of the 
female crowns, with small “toothed” pro- 
jecrions at the top, is provided by the por- 
trait of Constantine IĂ between Zoe ani 
'Iheodora that appears in a contemporary 
manuscript at Mount Sinai (Ms. 354, fol. 37). 
Although it has been claimed that on the 
enameis Thcodora's crown 15 surmounted by 
a little cross, whereas those of Constantine and 
Zoe are not in fact none of the crowns bears 
a Cross, so there 1s no breach of protocol. 
Theodora's crom 1s tappecl only by a roundecd 
finial. Ihe form ot the perdoniza, or hanging 


ornaments, of all three crowns, which make a 
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cun'e following the shape of the hair rather than 
falling straight down, can be matched in the 
ename! medallions «epiching mounted imperial 
falconers that are now on the Pala dV'Oro.? 
The arrangement of the imperial garments 
worn by the women also finds parallels in 
ather Byzantine works. Ihe miniatures of the 
nearly contemporaneous Theodore Psalter 
(cat. no. 53), ilhuminated in Constantinople in 
1066, provide parallels for the single long 
sleeve and the uihderside ot the ioros, framed 
by a clear border as a “shield” enclosing, a 
crass, The same manuscript contains examples 
of the “shiclds” wazh their points arranged on 
borh the leit and right sides of the body.” 

Considerable discussion has been devoted 
to the directions in which the imperial figures 
um their eyes." Because Constantine looks to 
his left, it has been proposed chat originally 
there must have been a plague with Christ, the 
emperors suzeraln, toward whom the emperor 
would have been turning his glance. Zoe, who 
also looks to her let, would have been placed 
at Constantine's right, so that she would be 
looking at him. And Theodora, who looks to 
her right, would have been placed at the 
emperor's left, It would appear, however, that 
the Byzantines were not always as consistent as 
maxdlern scholars in following the logic ot the 
gaze. In the miniature at Sinai, Zoe, standing 
at Constantine'ş right, looks to her right, ary 
from her husband, 

Parallels for the virtues can also be found 
în other works of Byzantine art. Truth appears 
as an imperial virtue flanking the throne ot 
Nikephoros III Botaneiates in the manuscript 
of John Chrysostoms homulies in Paris 
(cat. no. 143). On the ename] she points To 
her mouth, indicating the source ot vera- 
cious speech, Although the appearance of 
Humility is without parallel in surviving 
Byzantine imperial art,” Byzantine writers 
frequenriy associated this virtuc with emper- 
ars and empresses; in the case of the male 
rulers, humilire implied the emperor's imita- 
tion of David and of Chrisr.* Hunnlirys pose 
on the enamel, with the arms folded across 
the chest, is matched br an illustration of 
monastic humility (zapeinephrosyne) in a 
tweltth-centure copy of The Heaventy Ladder 
of John Klumax, now at Mount Sinal.!* 

The poses of the dancers, with thear legs 
kicked out betund them, have generally been 
associate with Islamic art, bat there are also 
Byzantine parallels.” The women have 
been given a variety of idenrizies by modern 
scholars, ranging from the Daughters ot 
țerusalem, dancing in honor of King David 
after his victory over Goliath,!? ro Skleraina, 
the celebrated mistress of Constantine Lă, 
performing in the private gardens of the 
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palace in Constantinople."” Because the women 
have halos, however, it 15 probabie that they 
represent neither Old Testament nor con- 
temporar dancers, but rather carry metaphor- 
ical connotations associated with the virtues, 
They can perhaps be interpreted as the chorus 
Of graces, whose circular dance was described 
by one Byzantine orator as a “ring of pralses” 
in honor of the emperor.* Likewise, we can 
understand the plants, the trees, and the birds 
as metaphors for imperial virtucs. In Byzantine 
oratory the emperor either creates a garden 
(his kingdom) or he is himself a bird-flled 
garden af the virrues,!? or the imperial virrues 
are compared to trees.” Because similar 
1magcry was apphed to empresses, :t 15 IMpos- 
sible to determine whether these enamels 
were intermded to be worn by a nan or by a 


woman.7! HM 


1. Bârâny-Oberschall 137, p. 4a. 
2. The backs ot the plagques are iluserared in ibid, 
pls. 3-10. 
3. (canard 1964, D. 54. 
4. lotev 1993, pp. 20-37, figs. 6-12. 
$. Oikonamides, “Couronner; 1994, p. 249. 
6. The anomalieș are listed in (hkanomides, 
“Couranner, 1994, PP. 247-493, 260. 
7. Weitemann amd Galavans 1999, p. 65, fig. 185. 
8. Okonermudes, “Couronner,” 1994, p. 247. 
9, Hahnlceser anul Polacca 1994, p. 5, pl. s7, 
Dos. 148, 149. 
ro, British I ibrary, Ms. Add. 19352, fals. 13ar (Sion) and 
1&7r [Saint Catherine); Rudt de Collenberg 1971, 
P. 345, fgs. 45, 46. Sec also fal. 44 of che Skylitzes 
manuscript in Madnd, Biblioteca Nacional, 
Ms. vtr. 262 (impenal wornen venerate an icon, 
cat. no. 338), Rudr de Collenberg 1977, fig. 79. 
11. Mihalik 1963, p. 223; Kadâr 1964, pp. 1135-16; 
Ckonemides, “Couronner, 1094, DP. 26-47. 
12. Dikonomides, “(ouronner; Too, PP. 252, 253, 
13. See, for example, PG, vol, 12, cols, ş708—824 (a 
pocm on Basil | by the parnarch Phonos); Vogt 
and Hausherr 1932, p. 76.22-3 (funeral orarion on 
Basal î by Leo YI. Bones 1gq1—4ă, p. $36.23—33 
(atarion by Euchymios Malakes on Manuel [); 
Cauriet 1972, p- 148.5—6 (eulogr at lrene 
Doukaina by Michael Itauikos). 
14. Ms. gr. 415, fol. roz; Ș. Martin 1954, p. 98, fig, 207. 
15. See, fur example, the illustranun of the Dance of 
the Hebrew Women in a psalier ar Moutit Sinai, 
Ms. gr. 61, fol. 235; Cutler 1984, p. 114, fig, goi. 
15. Rirâny-AOherschall gaz, pp. 75-75. 
r7. Mihalik 1963, pp. 2a9—14. This identificatian was 
rejected in Wessel 1păz, p. gă. 
i8. Regel 1982, p. 8ş.6-7 (oration by Eustathios of 
Thessalorike in honor ct Agnes ot France, the 
Future bride of Alexios Il Komnenos). 
19. IT]. Maguurc, “Impenal Czardens;” 1994, Pp. Tâ7-=a7, 
29. Horandner 1974, p. 401.124. 
21. H. Maguire, “Hceavcaly Court” (forthcomuing). 


LITERATURE: Bârâny-Oberschall roz, pls. m-a; 
A. tărabar Tor, pp. 42-47, fig. 6, Deer 1955, PP. 4334, 
fig. oa, Mihalik 1963: Kadar 1964; Wessel 1967, 
Pp. 96-ro4, fig. 32; Drossopianni 1982, p. $32; 
Cormack 19g2, pp. 23136, ps. 4, 5; Oikonemides, 
“ouranncr, 1994 pls. 1-3; Munich, Artagiazn- 
Sckale, 1995, pp. 46-47, hg, 22, H, Maguire, 
“Hcavcly Courr” (forthcoming). 
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146. Pear-Shaped Pendant 
from a Loos 


Byzantinie (Consrantinople), secoril half of nth cennure 


(Cloisonne enamel on gold 
2115 CET (n Xa IE.) 


COM DIILON: lhe green enamel has dulled. 


PROVENANCE: (ăift of Willham R. Tyler to 
Mr. and Mrs. Robert Woexis Bliss, Taqo. 


Dumbartan Oaks, Washington, D.C. (40.69) 


The extraordinary intricacy ot the finest cloi- 
sonne€ enameling, :s exemplified by thus tiny 
pear-shaped pendant. It is divided into four 
ornamented panels by narrow vertical bands 
of green rectangles bordered by tinck gold 
cloisons. The panels arc decorated alternately 
with red crosslets on white enamel anl elabo- 
rate red palmettes outhmed in lite against a 
cobalt blue background; delineating these inte- 
rior designs are very fine cloisons. Each panel is 
subdiadtest by a horizontal band, identical to 
the vertical bands, which rans around the 
west part of the pendant; a similar band 
encircles the top of the pendant and outlines 
four semicircular ficlds post below, their back- 
arounds alternately red and blue. Each field 
encloses a tiny trefoul within a wlute heart- 
shaped motif, red tretoils on the blue grounds 
alternating with blue tretoils en the red. 
Similar semicircular patterns, outlined by 
wide cloisons, decorate the bottom of the 
pendant. A long gold pin with a bead at the 
bottom and a hook at the top runs through 
the center of the pendant. 

Although tts obyecr 15 sometimes rdenuiiez 
as a buton, the closest parallel for its shape 
oxcurs on imperial costume, specifically the 
jeweled loros warn by the emperor (and by 


archangels), which had similar pear-shaped 
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pendants sewn along its edges, Such pendants 
are found, for example, on the foroz ot the 
archangels Michael and Gabriel on the mid- 
tenth-century Limburg Staurotheke,” on the 
eleventh-century enamel plague with the 
crowning, of Emperor Michael VII Doukas :n 
Tbilisi,” and on the twelith-century marble 
roundel at an cmperor in Washington, L)-C.. 
(cat. na. 137), Although the white color af 
the enameled examples may suggest pearls, 
it îs equalle likely that richly enameled pen- 
dants such as this were used as ornaments on 
imperial and possibly other court costume, 
As Such, this exquisite pendant represents 
the very highest level of secular ornament 
and reflects the extraoridinary opulence of 
the Byzantine couit, 

The existence af several secular enamels 
closely related in scale and desipn suggests a 
common workshop: rhe tip of a hexagonal 
scepter formerly in the Stoclet collection 
(cat. no. 175); a four-sided finial (or scepter 
cip) now in Princeton;* an enarveled lunate- 
shaped pendant recently acquired by the 
Metropolitan Museum of Art (cat. no. 170); 
the lunare enamel plaques, probably trom 
earrings, mounted on the reliquary cross at 
Vyssi Brod in the Czech Republic (see illus. un 
P. 441); and a pair ot enameled carrings found 
In 1984 and now in the Museo Nazionale di 
Taranto. This group of enamels 15 not fury 
dated, although rheir origin in Consrantmople 
15 universally accepred and the associanon 
with the imperial court, proposed for this 
pendant, furmher supports such an origin. 
Marvin Ross, followed by Klaus Wessel, has 
suggested an eleventh-century date on the 
basis of a cloisonn€ enamel ring in Berlin, 
similar in its colors and palmette ornament. 
The ring has recently been redated from the 


early eleventh century to the second half of 
chat century.* Supporting this later date is 
the sirularity of the intricate ornament on 
the New York and Washington pendants to 
that on an icon with the standing figure ot 
Saint Michael in the Cathedral ot San Marco, 
Venice,” for which a date in the second half 
at the eleventh or the early rwelfth century 
has been proposed.* In view of the redating 
of both the enamel ring; and the Venice icon 
to the second half of the elevenrh century 
(or a litile later), a similar date is likely for 
this pendant. SAB 


i. M. Boss 1965, p. 103, no. işi. Ross also rnentions a 
larger “button” in the National Muscum ot the 
Hisrory of Ukraine (unpublished), 

2, Rauch 1955, hps. 9,11, 13, 16,17, 26, 

. case 1967, pp. 015, Te. 38. 

4. Princeton Art Museurn, acc. no. 1086-69: Record 
nf the Princeton Art Alei 46, DO. 1 (1987), p. qă 
(net illustrared!; London 1084, no. 60 and Ag. 

3. Angela 192p, pp. 12, 36, no. n and colorpl. 

&. Wessel 1987, PP. L63-6q, no. 50, Îlg. s0a-c, 
*chulze-Dărrlamm 1ppr-g2, pp. 84-85, 131 (no. 21], 
fig. 72, colorpls. 7.8, 13.3 (wirh bibliographi). A 
dare as early as the mid- re late renth centure has 
alo been proposed ((Ciggaar 108, pp. 182—83j, 
but thus seerns 10 tar (car. NO. 3416), 

. PFILOIM 1995, p. 661. 

8. There 15 no agreemenr regarding this ican's date; 
sugpgestions range trom the tenth ar eleventh cen- 
ur te he twelfih. However, Barbara Boehm 
(New York and Milan 1984, pp. 171—75, 10. 19) 
presenrs good arguments tor a dare in the late 
£leventh ar ear meelfth cennuars 


ard 


id | 


LITERATURE: bi. Ross 1965, p. 103, 0, 137, pl. LII 
and colorpl. C; Wessel 1967, pp. 95-96, no. 31; 
Wixam 1995, pp. Go, figs, +. 


147. Byzantine Imperial Coinage 


A, Gold Solidus of Justinian II 
Eyzantinc ji anstarituicrgile ), 692—$ 


(Cbverse 

DIAM. 20 Inn (44 ir], 4.31 gi 

ÎNSCRIBED: Arcund, IhSCRISTOSREX REGNAN- 
TIM (Jesus Christ, king ot ihose ha rule) 


Hust ci Christ Pantokrator tacing, bearileci, sariţh a 
cross behind his head, vearing a runic and himatiari: 
he raises his right hand in benedictien and holds a 
Ciospel book in the lete. 


Heverse 

ÎNSCEILBED: Arvurul, DIIYSTINI AN YS 
SERYChRISTI ((Dur lord Justinian, servant at Christ); 
beneatk, coxor (Pure gold of Constantiruople) 


Emperor standing, bearded, wearing a fire and a 
crom with a cross; in his right hand a cross potent 
an a base and tac steps; in his le, an akakra. 


The American Numismatic Societ, New tork, NY. 
(1977.158.109$) 


B. Gold Sahdus of Michael III 


Byzantine (i_anstantinople, 3-6 


COizverse 

DIA, 13 Furt (a Ur.) 4.36 n 

ÎNSCAIBED: Around, = Ih$U$ XRISTU* (Jesus 
Christ) 


Bust of Christ tacing, bearded, with a cross behind 
his head, wearing a tunic and himatien; he raises his 
right hand in bencdiction and holds a Gospel book 
ari the left, 


Revere 

DLAM. 185 MT (7 In.) 4.37 Bt 
ÎINSCRIBED: Around, —MIXAHL 5 B5U0PA 
(Michael and Theodora) 


Ta busts facing, On the left, Michael III, beardless, 
wcaring a chlamys and a crown mnth a cross, on the 
right, Theodora, larger, wearing a loves and a crown 
with pendaula, two pinnacles, and a cross. Above, a 
CrOSS. 


The American Nurmismaric Society, New York, N.E. 
(obverse: 1968.131.274; TEVErsE: [977 1$8.1148) 


C, Gold Soludus of Leo YI 


Ezantine ((_onstantinoplc;, 8ăti-aoă 


Cbverse 

DIA. LE Iuri (4 dr 4.32 gin 

ÎINSCELBEUD: Around, +MARIA+ (Mary); in Held, 
left and right, ME-8Y (Mather at iod) 


Bust of the Virgin Orans ficing, wearing a tunic and 
a taphoran. 


hzverse 

DIAM. 19 Mm (40; 4-36 gm 

INSCREIBEL: Around, LEOILEIIX 

Wb ASILEYSROMU (Le, in Christ, King ci the 
Romanș; 


Bust of Leo tacing, with long; beard, w'earing a 
chlamys with an elaborate tablien and a cron vith a 
cross ot four pellets, in his right hand, a, giobas cru- 
ciger surmounted by a patriarchal cross. 


The American Numuisrnatic Society, Nea Lork, NY. 
(obwerse: 1963.131.282, reverse: 1968.131,253) 


D. Gold Solidus of Constantine VII 
Porphyrogennetos 


Byzanrine (Constanrinople!, 94; 


Oiperte 

DIaM. E9 MUT (ini; 4-4 gIN 

INSCRIBED:; Around, +Ih$ XPS REX 
REGSANIIIM + (Jesus tohrist, king ot those veho 
rule 


Bust of Christ Pantokrator facing, earing a tunic 
and himaricn, with cross nimbus vpirh three pellets in 
cach crassacn; he rases his righr hand in benedicrion 
and holds a tzospel book in the left, 


verse 

DIAM. 19 ti (ar 4.36 gri 

INSCALBEL:; Arourmi, = CONSTANT AYTCRAT b RO! 
(Constantine, emperar of the Romans) 


Bust of Constantine facing, with long beard, wearing 
a chlamys with a tabiion and a cron with a cross and 
pendaulia, in his right hand a ioni cruciger ith a 
patriacchal cioss, 


The American Murmismaric Societe, New Tork, PX. 
(0berse: 1946.1.81.; reverse: Lg68.131.297) 


E. Gold Histamenon of Basil Il 


Byzantine jConstantinople), 1235—25 


CObperse 

DIAM. 26 FU (111.4: 4.39 ȘI 

IXSCRIBED: Around, + INSXSREXREG NANTlhuu 
(Jesus Christ, king ot those who rule) 


Bust of Christ facmg, with cross nimbus having serițs 
at eruls ot arms and crescents in upper quarters, he 
raises his right han in benediction and holds a 
Lrospel book in the lefr. Triple berder ot dots. 


Reperse 

DIAB. 27 MUT IAR 11.43 4-3Ă gr 

ÎNSCRIBED: Around, bASIL C COSSTANTI b'R 
(Rasil and Constantine, kings of the Romans) 


Tia busts facing. On the left, Basil, beanded, wearine a 
modified tars and a cron with a cross and peraoulta, 


aborze arhch is a suspended cron; an the night, 


Constantine, earing a chlamys and a cron wuthi 
pendouita, Each holds a long, plain cross, Triple bor- 
der of dots, 


The Arnerican Nurnisrnatic clety, Ne Vark, NY. 
lubwerse: 158. 76.7; DEwersE: 168. 141.310) 


F. Silier Wuliaresion of Romanos ÎI 
ArgYroS 


Iizantine (Consrantirvaple), roza: 


(here 

DIAM, 23 m (4 10); 2.01 Brn 

INSCELBED: Aroutd, IAPBEME COL MOAYAINE; 
in Field, letr and righr. MP-OY (Mather of rod). 


The Virgin Hodegetria, nimbate, wtaring a rue and 
maphorton, stands on a «ars with her nght hand on her 
breast and cradling în her let arm the intant Christ, who 
raises his nght hand in benecheuon and holds a scrall in 
the let. Triple hnear border of dors sh might globiules. 


Reverse 

INSCRIBED: Around, (HC HAIIIKE IATA 
KATOPGOI. This legend, wluch reads trom obverse 
to reverse, is a dacrlic hexametet, IlopBeve co 
naiva ds TAKE Tăvra Katoploi (Much-praised 
Virgin, he who rrusts în you succeeds in all things). 


Emperor, wearing a mexhhed Joros and a crown with 
a cross and pendoutta, stancls tacing on a round cush- 
io, holding in his right hand a long patriarchal 
cross and in the Icft a gips ensciger surmounted by a 
patriarchal cross. Triple linear border of dors with 
eight globules, 


The American Numismatic Society, New York, NY, 
(1963.35.1) 


L_3. taald Histamenan of Zoe and Theodora 
Bzantine (Constantinople), 1042 


Cfperie 

PIAM. 25 m (1 îN.d; 4.39 gm 

ÎXSCRIBEND: Areund, +FEKEEOTALCRACIALUL 
(Mother ot God, come zo the and ot the queens); to 
left arud uphr, MP-t [Mlother at Dod) 


Bust et rhe Virgin Orans, nimbare, wearing a unic and 
a iaphonon, mu a cross at pellers ou cach shoulcer and 
an her brom; on her breasr, a medalhon arh the infanr 
Chrast tacing, wirh cross nunbus. Labtec border of dots. 
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Reverse 

DRIAM. 25 DU (1 1.) 4. SHI 

INSGRIBED: Around, +74 HNSOEWA4u) (Zoe and 
Theclora) 


Bust ot Zac jat leit) and Theodora facing, each 
wcaring a crown with petdorita and alrernating, trian- 
gular plaquces and pinnacles; they hold a labarum 
bemcen them. Double borer of dots, 


The American Numismatit Secret, New York, Îi. 
tobverse: 1077.158.932; reverse: 1068.131.321) 


H. Gold Histamenon of Isaac | Komnenos 
Byzantine (Constantinople, 1057-39 


CHeverse 

DIAM. 16 Mm (4 in), 4.37 gm 

ÎINSCRIBED: Around, +1 ASXISHEX ECNANTIhm 
(Jesus Chnst, king of those who rule) 


Christ, irh cross rirabus, seated on backless throne 
Facing, wearing a tunic and himation; he raiscs his 
right hand in benediction and holds în his left a 

Crospel book resung on his knce. Single border of dlots, 


Reverse 

DIAM. 15.3 MIN (7 i, 4 IT 

ÎNSCRIBED: Around, +ICAAKIOC BACIAEYC 
EM (Isaac, king ot the Romansi 


Lsaac stands facing, wearing scale armor, a cloak, and 
a creme wih a cross and pendazuita, i hus right hand 
he holds a sword, which rests on his shoulder, and imn 
his left he grasps the scabbard, Single border ot dots. 


The Arnerican N unusmatic Socierț, New York, 
lobverse: 1054.237.141; CEVErSE: 1044. 100.L4721) 


I. Gold Histamenon at Romanos IV 
Diogenes 
Eyzantinc ((_„onstantinopie |, 106771 


Ciwene 

DIAM. 23 IEI (ZA 13.) 4.40 
INSCRIBEN: Arvund, KUN — MX — ANA 
(Constantine—Michael- Andrumkos) 


Three figures standing on separate cushians. În the 
center, Michael VII Doukas, wearing a rnodified feros 
wirh a foros-waist and a crown wirh a cross and pen- 
Aoutig, holds in his right hand a labaram-headecd 
scepter and in his lett an akakta. Dn che left, a sirmilar 
figure of Constanunc, holding a giobis cruciger în his 
right hand and an akatia în the left. On the right, a 
similar figure of Andronikos, holding an gkakiz in his 
righi hand ans a giabas criuciger in the left. Double 
border af dots. 


Reveyse 

DIAM, 26 CT (1 10.43 4.47 EL 

ÎINSCRIBED: Around, + PUUMANS EVAUKIA 
(Romanos and Eudokia); in field, IC-XC (Jesus 
Chmst) 


'Lhree îigures sraniding, În center, t_hrist, nimbate 
and wearing a tunic anl himation, stands on a square 
footstonl, crownuing Romanuas on the left arad 
Eudokia on the right. Romanos wwears a modified 
lores anl a crown with pendoutia; his right hand îs at 
his breast and in his left he holds a gloteas craciger. 
Eudokia vears a modified ieras with a diamond- 
shaped panel and a crown with pinnacles and perdor- 
Ha; in ber right hand she holds a plotis criciger and 
her left hand îs at her breast. Double border of dots. 
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The Amencan Numismauc Sociery, New York, I.L 
[lobverse: 1977.158.117, TEY&rSE: 1944.190.14730) 


]. old Histamenon ot Nikephoros [II 
Botaneiates 

Byzantine ((Constannnople), 1075-81 

Cimerse 


DI AM. ZĂ TATI ÎL Ye iri.) 4.37 IT 

ISSCRIBER: In held, IC-XC (Jesus Christ) 
Christ seated on a scquare-backed throne, weanng a 
munic and himation, with a cross nimbuus that has a 
pellet in cach arm; he raises his right hand in bene- 
diction and hobds în the lett a Gospel book with a 
quincunx on the cover, Double border of dot. 


Reverse 

DIAM. 26 TOM ÎI În; 4-39 pri 
ÎINSCRIBED: Arcund, + NIKHOPAECII 
TIiBOTAMIAT (Lord Nikephares Boranetares 


Emperor standing tacme on das, wearine a modified 
lors and a cron virh a cross and penadsulza;, he holds 
in bus righr hand a jabarum and in che let a giaus 
cricuzer. Lyouble border ol dats. 


The American Numismanc Societe, Ne York, PILE. 
(Obverse: 1068.131.350; TEVErsE: r961.180.5) 


KE. Gold Ilistamencn ot Alexios | 
Korminenos 
Evzantine (Constantinople), 102-178 


Cluerse 

DIAM. 30 IAT (1 fă 0.4 4-47 IT 

IN SCRIBED: Around, +K BO -H& (Kupre pote. 
[Lard, help) 


Christ nimbate, caring a tunic and celobiura, sear- 
ed on backless throne; he raises hus right hand în 
benedicrion and holds a Gospel book in the let. 
Double border at durs, 


Reverse 

PIAM. 30.5 Tm (14 În.); 4-37 gm 

IXNSCRIBED: În two columns en cițher side (com- 
plang the abweerse legend), Aj A E; SUD 4 AEC TU; 
TEI and Tito Ei; XI ANI (Lord Alemos Komnenos); 
in upper righr field, anus Dei (Hanul ot God). 
Alexios stands facing, wearing a stermrna, a divetestun, 
and a chiamvs: he holds in his right hand a labarura- 
heaced scepter ard in his Left a qiotzns cruciger, 


The American Mumismatic Society, New Lork, MY. 
| Dbmwerse: 1Daq 10014743; TEVETSC! 1044.100.147) 


Coins provided the most frequent form of 
contact that the average person had with the 
government. Citizens of the empire purchased 
the stuff of daily life, stored surplus, and — 
most unportant — paid taxes In “coin af the 
realm.” În return cach received a puarantee 
of value that was acceptable rhroughout the 
empire and beyond, as well as political 
information trom the capital. 

Byzantine coins emerged directly from the 
Roman tradtiion. Normally they bear the 
portrait of the ruler, with identifying legends 
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on one face and an indication of the munt 
and a pious inscription on the other. The 
standard reverse type during the Iconoclaste 
period (723-843) was the cross potent or a 
variant, Earlier, coincident wuth the Council 
in Trulio (691-92), Justinian II had inrro- 
duced an image of Christ Pantokrator on 
the obverse (A), demoting himself to the 
reverse. The subsequent suppression of the 
Iconophiles put an end to such innovation 
vrith figural rehgrous images, but with the 
accession of Wlichael III in 842 they reemerged 
(B), with a virtual line-for-line replication of 
Justiman's solidus. Moreover, Michael took 
advantage ot the implicit symmetry of coms: 
while Christ is clearly the superior figure en 
the coin of Justinian, the coins of Michael 
and hus successors combine religious and sec- 
ular figures in such a way that neither 15 cleariy 
donunant. (For consistency, numusimnatists 
define the religious side as the obverse, but 
this is purely conventional.) 

Perhaps owing in part to the choice of 
frontality or ncar frontal for the imperial 
bust — always a difhiculr job ot engraving — 
anl of the geometric cross potent reverse of 
carly gold coins, solid had always tended 
toward engraved, Linear representations. În 
this exhibition the coins of Leo VI and 
Constantine VII Porphyregennetos (€, D) 
are exceptional both for the realism of thear 
pornraiture (Which perhapa gocs so far as ro 
convey a family resemblance> and for the plas- 
ricitw of their design, quite apart from the detail 
of their omament, The only other artempt ar 
realism seen on a coin in this exhibraon 15 the 
striking miliaresion of Romanos Ili Argyros 
(E), with a magnificent rendering of the Virgin 
Hodegetna. 

This general indifterence to realism was 
perhaps a consequence ot the role of the 
Byzantine emperor as a symbo! rather than 
as an individual. From the moment that the 
human ruler became the carthly representative 
of the diine ruler, his own umage became less 
significant. While borh the divine and heav- 
enly figures ho appear on coins co so in the 
sumplest ot attire, the carthly rulers wear cere- 
monial garments that define and reinforce 
her position — from a crown of gradually 
increasing elaboration to orbs, crosses, and 
ultimately the robe ot Alexios | Komnenos 
(K), which seems to dart the emperor 
himself. 

Exen from the beginnings of coinage there 
15 a correspondence berween the expenditure 
of artistic effort and the intrinsic quality of 
che coinage. This is evident with zhe decline 
ot Byzantine political power and economic 
strength and the associated debasement of 
the sohdus, a coin whose stability had been 


unmatched in history. From early in the 
eleventh century the solidus dechned steadily. 
The reasons for this are not entirely clear. As 
one writer has put it, “The state had taced 
greater financial difficulties in earlier centurics, 
anul its nulers had resisted the temptation to 
debase the currency. Eleventh-century emper- 
ors evidentiv saw things difterentiy” * Basu II 
(1. 976—102$) introduced a hghter tetarteron 
alongside the histamenon (established) gold 
coin (E, G, H), and during his re:gn the mou- 
ule of the histamenon was increased to make 
clear the disuncuion between t and the lhghter 
coin. This distinction was later remforced by 
the introduction of the concave shape (1-K), 
wluch would be characteristic ol most later 
Byzantine denominations. (This shape was 
called seypbare even in anuquitv. The etpmology, 
from CKY&UC [cup], is seducuve but wrong, 


since the term was used before the introduc- 
non Of the shape.) 

The debasement accelerated after he Bactle 
of Mantzikert (1071). Alexios i attempted to 
restore something; like the old standard in rog2 
(K), but the new coinage, like Byzantine eco- 
nomic domination of the Mediterrancan, was 
to be short-lved, Even so, Byzantine coinage 
hal for so long provided a stable currency that 
Others, particularly in the castern Mediterra- 
nean, continued co imitate it. Theodore ] 
Laskaris (cat. no. 266) was only one of the suc- 
cessors to Byzantine rule during the Latin 
occupation of Constantinople who reinforced 
his pretensions by stnking corns virtuallv 
ndisuinenushable from those of past Byzantine 
emperors. The coins described in catalogue 
numbers 237, 265, 280, 339, and 340, struck at 
locales as diverse as Italy and Georgia, show 


Just how far the influence of both style and 
fabric extended beyond the rcalm of 
Byzannum. 

The epitaph of Byzantine coinage appears 
svmbolically in the grossi of Venice (cat. 
no. 340). This denonunation, peculiar to 
Venice but twpical of Western silver coins 
ot the period, was atselt imitated in lacer 
Byzantine coins of Andromkos II Palaiologos 
(1), which cpitomized the stutt of economic 
domunation in the Mediterranean from West 
to East. WCM 


1. ONerson 1982, p. 197. 


LITERATURE: Gnerson 1982, p. 197. 
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LUXURY OBJECTS 


IOLI KALAVREZUOU 


s long as Byzantium was alive, as long, that is, as 

its arusts continued to work, Byzantine art was 

greatly admired, desired, imitated, and even 

appropriated by others. For Europe this art not 
only set standards tor quality ot craftsmanship in media such 
as mosaic and enamel, but it also demonstrated the heights 
that court art and ecclesiastical imagery could artain. Yet, not 
long, after the fall of Byzantium, its artistic achievements were 
relegated in the Western mind to a stereoryped, unchanging 
world of static images with figures painted in the maniera 
Areca, a misconception that lasted well into the twenrieth cen- 
tury, Only one category of artworks never lost the earlier 
regard for us quality and craftsmanship. These were luxury 
objects that had entered collectrons and church treasuries in 
Western Europe during the Middle Ages and had found a 
place within that culture. They were highly prized, however, 
not because they were Byzantine but because they were pre- 
cious and “beauntul.” 

Luxury art as a category includes a large variety of objects 
made primarily ot costly materials such as gold and silver, pre- 
cious and semiprecious srones, IVory, silk, and pearls. The 
term also refers ta objects that vrere created by a technology 
which cannot be duplicated today and that were unmatched 
n sophistication during, their own time. Most highly ad- 
mired were Byzantine works in enamel and mosaic, whether 
ecclesiastica! or secular. All these objects were created mainly 
for the emperor and the court (that 15, ranking ofhceials in 
the government) and for the Church. They are representative 
of Byzantine matenal culture, even though limited to the 
afHuent sections of society, For example, a manuscript can be 
considered a luxury codex because ot the size ot the parch- 
ment folios, the number of iilustrations, and the fine quality 
of its paintings (sec cat. no. 163). Icons, such as the twelfth- 
century mosaic icons of the Transfiguration (cat. no. 77) and 
of Saint Nicholas (cat. no. 306), are ather examples. 

More often, however, we think of luxury abjects af a secu- 
lar nature and associate them with notions of decorative and 
ostentatious display rather than of functonality. For the most 
part these objects consist of jewelry, imperial regala, crowns, 
silk garments and materials, and whatever other goods with 


Detail ot the Veroli Casket (cat. no. 153) 


which the emperor and the cour surrounded themselves, 
Such objects, which have an intrinsic material value, repre- 
sent imperial and aristocratic taste in Byzantium at the time 
that they were made. 

Religious art is discussed elsewhere in this cataloguce, and 
so in this essay I focus on luxury art representative of those 
spheres of life outside the strictly religious one, kecping in 
mind that in Byzantine society and culture there was never a 
clear-cut division berăeen the secular and the religious. Lhese 
worlds coexisted, tightly interwoven in daily life. Objects 
with a secular function and appearance often included reli- 
gious imagery. Depictions of biblical stories on secular works 
did not necessarily make them religious—on the contrary, 
thesc stories were often used in the context of worldly actions 
and ambitions. 

Not many luxury objects, unfortunately, have survrved the 
passage of time, especially those of the secular sphere. Their 
material value worked to their detriment. If they were com- 
posed ot precious metals, they were liable to be melted down; 
If they incorporated gems and valuable stones, they were dis- 
assembled and their parts reused. 

The most famous works are those in the collections and 
museums Of Western Europe and Russia. Many came ro the 
West as the result of the Crusades. Others were gifrs sent by 
Byzantine emperors during, the Middle Ages. The few that 
have been excavated or uncavered accidentally have heen 
found mainly in Russia and Ukraine, 1 swill begin by review- 
ing, briefly the objects and their decoranon produced in the 
“formative centurics” of Byzantine culture, the period în 
which the Mediterranean world began 10 redefine its cultures 
as a result of historical events. 1 refer on the one hand to the 
invasions and successful settlements ot the numerous Gothic 
trbes in the western parts ot the empire, and on the other to 
the Arab threat to and conquestr of much of the territory 
along its eastern and southern borders. 

Most secular luxury objects of the Early Byzantine penod, 
from the fourth to the seventh or eighth century, maintain 
the visual tradinon well known today as that of the Greco- 
Roman world. Not only the forms of the obyects but also 
their decoration, figuural or otherwise, have their origin in the 
visual vocabulary and the myrhology at the ancient classical 
tradition, For example, silver-gilt amphorac for storing, water 
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David Batrling a Lion (based on an antique model oi Herakles fightinp; 
the Nemean lion). Silver, Consranunople, 628-230. The Metropolitan 
Museum of Art, New York. Gift of ]. Picrpont Morgan, 1917 (17.190.394) 


or winc, with perfect classical proporions and decorauve 
motifs, were in use in churches as well as privately,' Dishes 
with images modeled on antique precedents such as Herakles 
fighting the Nemean lion were still being made. 'Thus, what 
exists as luxury art and its decoration in the secular world in 
these centuries 1s a continuation Of the classical tradition and 
its classicizing style. W here figura] scenes were concerned, the 
subject matter was chosen from the large mythological reper- 
toire available to artists. Usually the theme selected for a lux- 
ury object was appropriate to its function. A ewer, now in the 
State IHermitage, for example, being a container for water, 
has on its outer surface motifs from the marine world: a vari- 
ety of fish and other animals on its sides and a Nereid riding a 
sea monster on the front.? On the other hand, it îs still not 
clear if a plate of about raenty years carlier (613—30) with 
Slenus and a dancing Maenad had a specific function other 
than being a fancy object for festive occastons 1nvolving wine 
and dance.? A classical subject that was to be important also 
for Whiddle Byzantine ivory boxes îs that of small crotes or 
purti and Nereids engaged in pleasurable activities in natural 
settings. Lhe theme was quite widespread in the early period 
and îs found in almost all media—metalwork, ivory, even 
textiles—and on mosaic floors. This imagery comes from 
the vast repertoire of Dionvsiac and river and sea scenes of 
Hellenistic ongin. Putti are shown rding on animals or sit- 
ting in boats, or engaged in dancing and music making. În 
representations where they are the main protagonists, the 
meaning, of what 15 depicted has another dimension: these are 
not straightforward genre scenes of marine life or the 
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pleasures of dancing while intoxicated. The putti, with 
their chuldhike appearance, nudity, and affecred movements, 
are figures of parody, turning; the subject of the scenc almost 
into a farce and emphasizing, the element of pleasure and fun 
In their actrvaties. 

When we turn to luxury works for secular use in the 
Middle Byzantine period, from the ninrh ro the thirreenth 
century, the general picture appears much more complex. No 
longer unified by its sources or style, the material becomes 
more diverse in subject matter and in its overall aesthetic. 
The types ot objects surviving, are, however, more limited. 
Basicaily what is extant are rextiles, jewelry, and a large num- 
ber of vessels and containers in every shape and medium. 

The major problem with these containers 1s that we know 
very little about them. We do not know how common or 
unusual they were, and for most of them we do not know 
their date. Although they must have been restricted ro the 
upper classes of society, we do not know exactly for whom 
they were made. Some things we can guess, but it has been 
difficult to determine with any certainty how the containers 
were used or what the Byzantines put in them, In the 
Treasury of San Marco in Venice, for example, there are a 
number of dishes dentified as Eucharistic patens. All are sim- 
lar in shape and overall decorarion and luxury. One among 
them, however, has no indication that it was to be used as a 
hturgical vessel, since it bears no Christian symbol or any 
nscription suggesting that 1t was given to a church as an act 
of piety.* It is a piece produced with a great sense of design. 
The shallow bowl is made of glass cut so as to create a honey- 
comb pattern, Which rests on a silver-gilt foot connected with 
the wide hp by four silver-gilt bands, Large oval and rectan- 
gular cabochons of green and blue stones alternate to form a 
decorative chain on its silver-gilt lip, bordered on either side 
by a row of pearls. 'Lhe presence of these pearls in combina- 
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Honeycomb bowl. Glass, silver gult, and pearls, Constantinople, 
1oth—nth century. Treasury of San Marco, Venice 





Cup. Gilded and painted glass and silver gilt, Constantinople, ioth century. Treasury of San Marco, Venice 


tion with the green and blue cabochons classifies the bowl as 
destined ior imperial use, perhaps for dispiay in an emperor's 
private apartment. A second piece, very similar in appearance 
and decoration but carved out of alabaster, may originally 
have had a similar function. An inscription, repeated on all 
four of the silver-gilt bands that connect the foot with the 
decorative metal lip, reads: GEOTOK[E| MAPHA BOHOH 
BACIAEIC (Mary, Mother ot God, help the emperors). With 
the addition of this short prayer the objeci becomes a liturgi- 
cal paten, the gift ro a church of at least two emperors seekingz 
the Virgin's aid. The orthographic mistakes in the inscription 
are surprising for an imperial offering of such high quality. 
One suspects that this bowl also was created for secular use, 
and that later it was made an ecclesiastical gift and the inscrip- 
tions were added, probably not by the original workshop, 
Such objects are very difficult to date. These dishes, for exam- 
ple, have been attributed ro the tenth century because ot the 
severe “classical” approach of their decorarion, which 15 asso- 
ciated with the period.* But this is not alvrays a satisfac- 
tory line of reasoning, because Byzantine artists maintained 
throughout the centuries a rather restrained made of expres- 
son in their highest-quality producuions. 

When we turn to secular luxury obiecrs with figurative 
decoration, we find, broadly speaking, that the images are 
drawn from a number of sources: classical mythology, the 
world of the heroic and the fantastic, and human activities 
such as war, hunting, and entertainment, do these we should 
add biblical narrative, specifically Old Testament figures and 
their histories. 


An exceptional work ot art in this category îs a glass cup, 
now in the Ireasury of San Marco, that reveals tenth-to- 
eleventh-century Byzantine taste in decoration.? The glass :s a 
very dark purple that appears to be black. its surface has been 
painted with a number oi glass colors apphed while still hot 
and fluid, almost like enameling. The cup has been mounted 
in a delicate silver-gilt frame with ryo sweeping handles end- 
ing, in volutes with quatrefoils, which add volume ro its small 
size. Its figural representanons, enclosed within seven medal- 
lons, recal! those ot classical Greek vases. The flesh-toned 
figures set ofi against the very dark glass creare the same color 
contrast as in red-figure vase painting. We can conclude that 
the Byzantine craftsmen who produced this object knew what 
ancient Greek vase painting looked lhke and chose ta incorpo- 
rate it in their scheme of decoration. The result comes closer 
to reproducing an ancient art than any Other survIvIng 
Byzantine painting. The choice of figures of different types — 
athletes and warriors, nude or in classical garb — suggests that 
the compositional scheme is visual rather than rhematric. Its 
arrangement does not follow a single narrative; rather, it 
seeks to present an air of the antique through citations of a 
great past and to affect a certain form or appearance. In con- 
trast to the antique-looking medallhons îs the decorative pat- 
tern that frames them. It consists of bands ot rosettes in 
various colors, which have aiso been used tor the outer lip 
of the cup. The bands are a decorative motif typical of the 
Middle Byzantine period and occur as the main framing 
device on ivory boxes. Fhe decorative scheme of the cup thus 
combines purely Byzantine with antique forms to create a 


LUXURY OB] EL«.TS 221 


a a 


Tata 


€ zi a 4! 


ps: 


a Te EP Ati [i 


a EP. 
a Sp Pe, 
4 |! Ab N i 


AB CSA 


Rosette casket with the Dees:s, sasi and saints. Ivory, Constantinople, 9ş0-—1000. Dumbarton Oaks, Washington, D.C. 


contemporary look. 'Lhis cup also serves as an example of a 
third decorative source: together with the ancient figural 
images anul the Byzantine rosettes, pseudo-Kufic inscriptions 
are found on the bottom and on the inner lip ot the cup. 
Thus, for the modern viewer this small, precious object dis- 
plays the acstheric of tenth-ro-eleventh-centure Byzantium 
and the value that it assigned to the artistic forms ot the past 
as well as to those of neighboring cultures. 

Onc other famous category of Byzantine luxury goods is 
that of the so-called ivory caskets, These are also represented 
in greater numbers throughout Europe than any other type 
ot Byzantine secular work, especially when we consider the 
Objecis that came to the West during the Middle Ages, Not all 
are made of ivory— many are ot bone — but there is no doubt 
that the most elaborate pieces, as, for example, the Verol 
Casket, in the Victoria and Alberr Muscum (cat. no. 153 and 
illus. on p. 218), and the one in the Musee de Cluny with 
scenes from the //i4d, must have been very costly to produce. 
They vary in shape and subject matter, although almost all 
have bands of rosettes that define the borders and spaces for 
the placement of figures and scenes in the overall decorative 
scheme, The figurative subjects again were drawn from 
mythology, the world of the heroic and fantastic, the animal 
world, and biblical narrative, and to a large extent from the 
repertoire of playful erotes, who, as in the earlier period, 
through their small size, nudity, and aftected poses, create a 
parody of the subjects they represent. 

The most exquisite ivory boxes are thought ro have bcen 
made to order, while others would have been ready-made for 
purchase. În either case, images that decorated them would 
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have been chosen with a view to their relevance both to the 
purpose of the individual box and to the interests of its even- 
tual owner. Although animals, hunters, and warrors can be 
seen as subjects appropriate for male clients, the boxes with 
Old Testament subjects are harder to understand. Ve may, 
however, venture some theories as to their owners, For 
instance, there are caskets with scenes from the story of Adam 
anl Eve, showing them first in paradise, then at the moment 
of their expulsion and shame, and finally toiling for their sur- 
vival on earth, at work either on the land or in the forge 
(cat, no, 158). The key ro an interpretation of this theme is a 
figure extraneous to the biblical story, idenuified by an inscrip- 
tion as Ploutos (Wealth), who 1s occasionally shown berween 
Adam 
to young; couples embarking on a new life together. 'The story 
of Adam and Eve could have reminded them ot the 


Îfheulties they would encounter but at the same time 


and Eve. Such caskets could have belonged 


spurred them on to an industrious and, it was to be hopeă, 
prosperous existence, 

Another bibiical figure 15 Joshua, who appears, for exam- 
pie, an panels from a casket now in the Metropolitan Mu- 
scum (cat. no. 152). The story of Joshua could have been 
appropriate for the celebration of a successful event, an 
accomplishmenr in someone's life. Most likely ir would have 
been for a man, probably onc with a military career. Biblical 
subjecr matter and in particular the lives ot Old Testament 
figures were not limited to abjects intended for religious use; 
They lent themselves, too, to expressions of worldly or heroic 
ambitions. În this connection it 15 interesting to compare a 
box with a so-called secular subject to an object such as the 


Dumbarton Oaks Apostles Casket,!'* Both strike us immedi- 
ately as luxury goods, but it would be hard to imagine the 
Aposties Casket as intended for anything but an ecclesias- 
tical purpose. The aesthetuc treatment immediately signals the 
difference bcrwcen the mio. The religious images are those 
expected of Byzantine religious art: easy readability 15 
attained through a clear division ot the surface and the 
frontality of the figures. 

Ivory boxes represent the kind of luxury item that might 
have been encountered in the houses of Byzantine courtiers 
and high officials in general. Io this type of precious object 
we should add a variety of silver-gilt dishes wich distinctive 
aesthetic and thematic characteristics. It should be noted that 
almost all of these vessels, dating mainly from the eleventb 
and twelfth cenruries, are today in Russian and Ukrainian col- 
lections; some were excavated in the region, others brought 
as gifts. Their figurative subject matter 15 based on the themes 
ot hunting, war, and entertainments such as dancing, playing 
musical instruments, and pertorming. 

There is, for example, in the Stare Hermitage a deep bowl 
with a round body that has twelve difterent figures embossed 
on it, among them two riders with a spear and a bow, a danc- 
ing; girl, two warriors, and even Alexander the Great ascending 
to heaven.“ Another remarkable piece is rhe kd of a cylindrical 
vessel of the twelfth century, also in the State Hermitage, Its 


whole exterior 15 covered with an interlace pattern that creates 
medailons containing engraved figures: six musicians play the 
hate, the cymbals, and other instruments; two are acrobats and 
mo are dancing,!? There is also a great variety of animals — 
birds, hares, hounds, peacocks, a stag, a panther—depicted in 
a small freze of interlace medaihons. 


What has been presented in this essay is a series of examples 
to give a sense of the variety ot form and subject matter with 
which Byzantines liked to surround themselves. Ihe 
objects cited are not necessarily representative of all that exist- 
ed, since what survives had much to do with the tastes of 
those who preserved it or who brought it out of Byzantium 
to Western Europe; another relevant factor was the monetary 
value of its materials. The Byzantine origin of some of these 
objects may come as a surprise, since not all of them conform 
to our notions of Byzantine art and its canon. One purpose of 
an exhibition such as this is to introduce less familiar works ot 
art, and so ro extend our perception of Byzantine culture, 
Even from this small sample of surviving works it can easily 
be seen that Byzantine art set high standards for quality in 
craftsmanship and for the application of luxury materials. In 
its aesthetic appreciation and achievements Byzantium 
attained a unique level of sophistication that stil! commands 
our admitation. 





Musicians, Dancers, and Acrobats. Lid of a cylindrical vessel, silver gilt and niello, 1zth century, 
found near Lartu, Estonia. The State Hermitage, Saint Petersburg, Photo € 1997 The State 
Hermitape, Saint Petersburg 
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148. Textile Fragment with Senzaos 


Brzantine. Brh- 0th century 

Salk 

32 X 4 CT [1254 as UL) 

PROVENANCE: Purchase in 1804 From Stanislas 
Bare, Paris. 

Musecs Rovaux d'âut ct d Histoire-KorunkIke 
Musca ver Kunst cn (reschiederus, Brussels, 
Belgium i Ta. ca) 


The designs of Byzanune silks often included 
Near Eastern motiis. În tlus textile Sassanian 
setazzrvs dominate the pattern of adjoining 
medallions and interstitial rosetres, 

The sennzarv, a myihical creature with a 
dog;s head, a lion's paws, and elaborate rail 
plumage and wnps, is identfied in Sassanlan 
lore as a beneficent creature that disperses plant 
seeds.* Used primarily in royal contexts, the 
sezemtrv motit appeared în sixth- andl seventh- 
century Sassanian stucco and textile designs. 
The image may have been introduced to 
Byzantium about 628 with the boory from 
the victor of Emperor Herakleios over the 
Sassanian Persians. Subsequenily in Byzanune 
decorative arts during the Middle Ages it 
appeared among other fabulous amimals in 
all media* but above all in silks, of which at 
least five versions, both monochrome and 
polvchrome, are known. The majoritv of 
these have survived in the church treasunes 
of Western Europe.* though a related sez- 
nurv tahric was recently found in a ninth- 
century burial sate at Moshchevaya Balka in 
the Caucasus.” 

Among the sera» silks, the texule exhib- 
ied here is richest in color. The creatures are 
curlined in yellow on a blue background, th 
red, green, and blue details and filling. While 
the animals adhere to the Sassanian model, 
their leonine hearts indicate an assimilatiun of 
the more familiar lion-headed gnftin. The rest 
ot the design (adjoining, medallions vith a gar- 
landlike frame, four-petal rmotifs of connecingz 
disks, and interstitial rosettes) 15 rooted 1n 
Romano-Byzantine ornament. Ihe medallion 
pattern, popularized in the Early Byzantine 
period? is especiallv evident in medieval 
BRyzantine silks (see cat. nos. 150, 344). 

A kr 


r, Technical niermatiuun — counporrul weft-lacecd 
raill in bluc, red, green, aruă velloraz. 

2. A5 related iri Persian iegerul arid Zavrcastrian reli- 
giDus texts; see Harper 1978. pp. 94-95. 

1, As seen on the costume at Chosroes ÎL ţr. sac, î01- 
528) from the reticfs of Lag-i-Bustan; see ibid., 
Pp. 121, 123, gs. 1, K, M. Fora stucco relief, see 
ibid, p. 118; Brussels 1993, PP. 11415, Res, 100, LOL. 

4. For us appearance in ather rnedia, see che tollema- 
ing: en Prokonnesan marhle reliets, see Frrarli 
990, PP. L70—7I, D058, 343, 344, Pl. 194, On ivory 
Caskets, see Weitzmann 1972, p. 34, Dc. 23, PL. XXAL, 


224 THE GLORIE 


148 


arul tzoldscluruli ard Yeiczmarui uy3e (1y7y ed. 
val, 1, pi, șă, ra, 106) pl. LKI, 
$.. Paris, Ryzeree, 1992, nos, 281—83, pp. î7a—76; 


Tolcini 1992, pp. 3-24, figs. 1—q, 13, Kendrick 7925, 


TIC. 10430, 17305, PP 12—13, 25-26, [ls |, 1, Some 
senpiirb sulks may mat be Fyzantine. 

&. Paris, Byzazre, 1992, 05, 28183, pr, 37478, the 
ptcsent silk 15 saud tc cârar Fram a reluare ui 
verdun j Ereeta 1007, fi. 14). 

7. Sairit Petersburg 1992, [0.1 PP. 1415, Fugzs, 1,2: 
Great Art Treagieres 1994, VOL 1, Pp. 46467. 

8. Other fragumenes at this silk, at which the present 
piece 15 the largest, are in Florence (Museco Nazonale 
del Bargello, see irhirshman 1962, Îg. 275, p. 229: 
also Dalcim 1942, pp. 11-13, fig. 9), in London 
i Yutroria and Albert Museum; see Kendrick 124 
DD, 1005 pp. 25-26, pl. 111), aul in New York 
[Coaper-FHesvatt Mluseun; see Ann Arbor 1967, 
TD, 65, p. 143. 

g. Trilling, rg8ș, 


3 


LITERATURE: Luirera Igo7, 00. 4, pp. 14—1ș, Falke, 
Kunrgesehicrite, 1913, vol, 2, p. 11. fig. 236; Kendrick 
1925, p. 26; Yolbach, Eariy Decorative Textales, 109, 
PR. I06, 124, 26, Pl. 37; Starensict 1082, NO, XXV, 
PP. 59193. 


EXHIBITIONS: Paris 1931, n 331; Edinburgl 
195, no. 67: Athens 1984, na, 476; Brussels 1952, 
textile n. 
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149. Textile Fragment from the 
Reliquary of Saint Germanuş 


Byzantine (Constanuinople), ca. ercie 

Sik 

I7D £ 120 CD (07 * 4714 in.) 

PROFENAHCE: Eelicuar at Saint Germanus 
(ixerman), Church of Sainr-Euscebe, Auxerre 


Musee Saint-Germain țformer Abbayc de Saint- 
Germain), Auxerre, France 


In this salk textile fragment, majestic eagles 
with hcads turned ra rhe nghr stand frontal 
on beaded pedestals in registers of about 
76 cm (30 in.) high, alternating with rows of 
rosetres. The images of the eagles are created 
th scale imbrications separated by bands 
uf beading. The largest scales cover the birds” 
becasrs and the tronts of their wings, the small- 
est the necks and the lower legs; bands of heart- 
shaped petals cunsurute the tails, and striared 
vertical bands shape the flight feathers. 'Lhe 
rosertes are formed by graded-scale imbrica- 
uon, Both rosettes and eagles are yellow on a 
blue background; the eagles” talons and the 
pendant rings in their beaks arc dark blue. 
The design of this silk combines Roman and 
Near Eastern motifs cominon in Byzanține 
decoranve arts. The viwid heads recall Roman 
imperial eagles, and the raised wings and 
empbatic tails resemble legionary standards, 
while the ornamentalized plumage, the 
beading, and the pendant rings reflect cheir 


5, 'Lhis sulk îs purple-red izh a dark green design. 
Falke, Karţgeschicbte, 1913, vol. 2, p. 17, Îigs. 250, 
251; Beckuirh 1974. p. 3âi, Ep. 20. 

7. Lopez 1044; Murhesius 1484; Jacoley Ig 02; Paris, 
Rynce, LOG, PP. 37073, 


LrrenaTuRE: 4chlumberger 18g6-igoş, ral 1, 

p. 409; Falke, Kunrtgercizichte, LaI3, vol. 2, pe. 18 Volbach 
et al. 1033, pp. 75-76, pls. a, 2; Brihier 136, pi 100, pl. 87; 
Yolbach and Lafonraine-Dosogne 1968, pp. 1093-04, 
pl. xix. Volbach, Eariy ecorative listiles, 1069, pp. 128, 
134, Pl. 63; Bechet 1074. pe dar, big. 28; Becloaath 1970, 
p. 217, fig. 186; (reier 1a7g, p. 133, pl. 22; Eeckwairt 1082, 
pp. 205-6; Starensier 1952, DP. 644—46, NO, LUI, 
Wxorm 1865, pp. 208-090, fig. 10. Martruam- Feber, 
“Tissus, 1990, pp. 17376; lairault-burtzerianun ani 
ial 13. 


ExHIBITIG*S: Paris 19, ma, Er, pl. 10: Auxerre 
1900, Do. 104; Paris, Byzezce, 1pgz, 0. 285, Hildesheun 
133, val. 2, co. 20, 


150. Textile Fragment from the 
Reliquary of Saint Siviard 
Byzantune, uth- zh centuri 

Silk anul gilded membrane 

59 X 135 Cm (3ș x san.) 

PROYENANCE: Reliquary ot Sainr Simard, 
Cathedral Treasury, Sens, 


Trisor de la Cathedrale de Saint-Etienne, Sens, 
France (Bă) 


This textile fragment exemplifies borh the 
large-scale designs and the medailon patterns 
ot many Byzantine silks, including court 
costume as seen :n manuscript iluminations.* 
Here the medallions, 66 cm (26 in.) acrosş and 
Hramed by split palmettes and beading, enclose 
imposing priffins and stylized trees; the inter- 
stices bemween the medallions are filed with 
large composite rosettes. The fabric is woven 
in the lampas techmique in whute on a whute 
background, with gold and moiet threads hugh- 
lighning the griffins' heads, wings, pas, and 
talls. Invented in the eleventh cennuș, the lam- 
pas techmique enhances the v:sibihry ot the 
design by contrasting the textures of the miotifs.? 
Griftins, mythical beasts of antiquity, occur 
very frequently in Byzantine art. Whatever 
their ancient significance, in the Middle Ages 
griffins served a predominantly decorative 
purpose, although, like lhons and eagles, they 


continued te be emblematic ot power and 
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might.* This textile shares its motits with 
other Byzantine fabrics, inclucing a late-tenth- 
century elephant sik now in Aachen, whuch has 
similar medallion frames, tear-shaped leg fîllers, 
ani joint disks, as well as a segmented tnunk 
reminiscent of the griffin's tai. Despite the 
tact that textile matifs remained in use for 
long periods of time over large peographical 
areas, the similariries between this grifin sulk 
and the Aachen elephant fabric are so great 
that we can postulate their origins within the 
same artistic milicu, 

The present silk comes trom the celicquary 
of Saint Siviard (d. 687), whose rermauns reached 
Sens in the ninth century from Saint-Cala:s 
in the Maine, which was threatened by the 
kings. The relics were certainiy rewrapped 
an that occaston; elevenrh- and naeltth-centurny 
tags indicate subsequent openings of the reli- 
quary, when rewrapping in the grifiin silk 
could have taken place.” Although tlus textile 
survived wound around relhcs, its first use in 
the West was |kely as an ecelesiastical vestment. 

Ă ta 


1. Trillig 185, 

2. See, for example, the costume of a protovesttarier, 
keeper ot the emperer $ ardrote, în the Hamuilius 
OF Sant Jahn Chosastorn, ca. vază | Paris, 
Biblienhegque Matonale, Ms. Ceuslin 79, fol, 2; 
Pan, Bizanee, 1992, p. 360|; Aleucs Y Eomnennssi 
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costuri mit medailies and griltins in a fourteentii- 
centume manuseripi ci Mketas Choniates's History 
(Vienna, Osterreichische Naziona!bibliothek, Cod. 
hust. gr. 33, fal. zar; Spatharakis 76, pp. 13558, 
fig. 99). 

3. Technical information — lammpas; warp: white silk; 
vel: velure and violer silk, pilded membrane. On 
lampas weaves, see Beclowih 1974, p. 353. 

4. Brandenburg, 1983, cals. asi—as. 

3. The head of the grifn on a Byzantine silk trag- 
menr in the Yictona and Alherr Museum, London, 
is strikingly similar. Kendrick rez, na. To15, 

PP. 4-2, frontispica.. 

5. The Constantinopolitan origin of the clephant 
silk, generally dared about roco, 15 indicate by a 
orei inseriprion. Aăcher, Cathedral Treasurp; 
Murhesius 1984, pp. 2431-54. gps. 5-10, Beckwirh 
1979, pp. 2176-15, fig, 185: Wilckens 1991, pp. 52-34. 
fig. 49, 

. Chartraire Ig, p. 372, Paris, Byzance, 1992, p. 370. 


"] 


LITERATURE: Chartraire 1807, B. 13, rit 11; (haărtrarre 
îŞur, pp. 37273, n0. 18; Falke, Keastggescteicbete, 1913, vol. 2, 
pp. 14—15, fig. 244, Kendrick rore, p. 226, pl. n, Kendrick 
1925, pp. 37, 30; Ebersolt roză, p. 46, pl. Kir; Yolbachi 
et al. 1933. Pp. 77-78, pl. 97; Yolbach, Eaziy Dezarative 
Textile, 1969, p. 113; Beckwith 1974, p. 353. fig. 32; 
Beckwith 1979, p. 218; Starensiur 1982, pp. 6357-60, 
0, LVII; L. Bouras 1983, pp. 48-49, no. sa; Trlling 
Las, p. 10, île. 4; Wilckens rogi, pp. 71-73, hg. 72. 


ExXHIBITIGNS: Paris 131, ne, 278, pi. 106: Paris 
1876, 10. 372; Paris, Byzanre, 1992, Na. 287, p. 379. 


a 
ba 


N NI EA i 


DEE 





arigins in Sassanian art. From an early date, 
Byzantine silk designs included swyhzed 
Sassanlan animals as well as floral ani other 
motiis, the apprecianon of which continucd 
into the Middle Ages (see cat. no. 148). One 
ot the most powertul symbols at nught, in 
addition to a traditiunal decoranve motif, the 
cagle occurs frequcnly in Byzantinc silks and 
other mechewval texules, whuch were atten influ- 
enced by Byzantine models.? 

This eagle silk came from the rehquary 
ot Saint Germanus (Germain), bishop of 
Auxerre, who died in 448 in Ravenna but 


who was buried in Auxerre. A focus of local : 


worship, his remains were repeatediy wrapped 


in newer, more precious fabrics. Historical 
sources mention several such translations, 
but most relevant for the date of this silk are 
ninth-century citanons documentung a new 
church: and one of 1ozo mentioning the gift 
Oi an eagle textile by Bishop Hugh ot Châlons, 
the description of which, however, does nor 
march the extant fragmenr.* The Auxerre 
eagie silk 1s generally considered a Conșstan- 
tinopolitan work of about iooo. Recent 
consernanon efforts revealed thar this rextile, 
similar to confirmed tenih- and eleventh- 
century imperial silks, could have been orig- 
inally of conșiderable size, reaching a vnidrh 
at 236 cm (g3 in.) The date of about 1000 


15 further supported by the textile's resem- 
blance to the Byzantine eagle silk of the cha- 
suble of Saint Albuin (d. 1006) in Bressanone.€ 
Like the Auxerre and Bressanone texules, other 
Byzantine silks, wound around holy relies 
OT WOrl as ecclesiasucal vestmenis, sureivedi n 
the church treasurics of YVestern Europe. 

Such silks were among the most coveteul 
luxury products of the Middle Agzes, as highly 
valued as sold and other precious materials, 
Although Byzantine silks were crafted in both 
imperial and private v:orkshops, their manu- 
tacture and trace were overseen b the state. 
Until the late şixth century these textiles were 
made mostlv from imporred yarn. Silk fabric 
was used în clotiiing and ecclesiastical vest- 
ments as well as in domestic and church 
Furnishings; the finest weavings from all work- 
shops were reserved tor the imperial tamiiy 
and court oflicials. With export and foreign 
trade restricted, the best-qualtry Byzantine 
silks reached other countnes mainly as official 
gifts or tributes,” 

Pattemed silks, exemplified by he present 
fragment, were the finest products of che 
Bvzantine texule industr, Fine but strong 
sulk chread was well suited for the mechari- 
cal tepe of weaving needed to accomplish 
the complex repeat patterns (often quite siz- 
able, as in this piece and in the Sens grifin 
silk, cat. no. 1şo) made possible by the orderl 
warp control af the drawloom process. The 
excellent dyeing propernes of silk fiber further 
enhanced its decorative possbihties. This and 
other Byzantine silks in the exhibition all 
employ the repeat patterning ot drawloom 
weaving and demonstrate the coloristice rich- 
ness of silk fabric, also shown in the cosrumes 
of the officials in a manuscript painting with 
Emperor Mkephoros III Botanciates from 
about 1078 (cat, DO. 143). AG 


i. Technical! information —w'eft-taced compound 
aril, warp: dark vcllonar sil; veci: welicra, bluc, 
and dark blue silk. A srnall piece ot this silk 5 in 
he Museo Mazmonale del Bargello, Florence; 
Auzerre 1990, p. 176, arul Dolcam Ip92, pi. 73. 

3. The bhesr-knomwen eagle-silk imitatton comes trom 
the tomb sat Caruate tluc Saint (d. 1086) in Odense 
C-athetiral, given be Bas vidow in ua. Geiger 1979, 
p. 133, pl. 23b. 

4. AUAEITE 1990, pp. 99-10, 61-62, und passim, 

4. Paris, Byzante, 1ggz, p. 377, see also Volhach, 
Early Decorative Textiles, 1969, p. 134, and 
Beclopeuh 1974, p. 341. 

3. The present texrile is assembled tram tourreen 
difterent fragments, which may or may not have 
come îrom a chasubie. The proposed reconstructiei 
arcul hac tour cagles in cach register (iziraulte 
Furtzemann and Yial 1093, pp. 27-29). Repardirig 
size, the Sieghurg lieu sulk (ca. 21-23), tor example, 
ras ar least 234 cm (2 in.) long, and he Aachen ele- 
phanr silk (ca. oo) as originali” ar least 239 cr 
[aq inj wide 4 bluthesius 1054, PP. 2380-40, 25153). 
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151. Sides of a Casket with 
Mythological Scenes 


Byzantine (tonstantineple?), first half af Lath century 


Trcare 

Lemg panels: 9.5 X 23.5 crn (34 x 9% in); short 
panels: 9.ș X 17 cm (3% x 64 in.) 
CONDITION: there is some damage to the 
borders, baldachins, and projecting relief. 


PROYENANCE: Hiipsch collecnon, Cologne. 


Hessisches Landesmuscum, Darmstadt, Germany 
(Kg. şa:zas a-d) 


These four plaques have recently been reas- 
sembled to form the sides of a casket. Their 
shared decoranve morifs — an the frames, the 
larticelike baldachins, and the median 
columns — recail motifs found on vory 
plaques and steatite cartings with religious 
subjects made in the tenth and eleventb cen- 
turies, Thus decorative superstructure unifies 
the panels stylistically, though no such con- 
UruLty 15 apparent in the iconography. 

Benearh the three baldachins on each of 
the front and back panels are three scenes 
that appear to be unrelated but that perhaps 
held some special meaning for the owner. 
Above the columns and schematically rendered 
capitals, winged genies resembling classical 
victory figures extencd wreaths toward the cen- 
ter, a5 on antique sarcophagi. he scene en the 
left af the front panel, which bears the lock, 
has been interpreted as Herakles taming the 
horses of Dhomedes. The central vignette, 
usually read as a theatrical scene, shows a 
bearded man who carries a pierced round 
object following two women, one of whom 
holds what :s probably a mask. The scene on 
the right shows an equestrian figure, pOsBI- 
bly Saint George or Saint Theodore, abouţ 
to kill a dragon. On the back panel, on which 
traces of five hinges remain, a Byzantine 
emperor on horseback is shown in front of a 
smal! figure in a tree în a scene that possibly 
represents the emperar's tmumphant entry 
into his city (a4ventus). In the center Herakles 
i5 seated in front of the statue of une ut the 
Dioskouroi. On the righr is a puzzling scene 
ot a naked man recluung on a bed and pulling; 
a bare-breasted woman toward him, 

The end panels have onc scene cach. At one 
end (A) iș one ot the earliest representațions 
ot the Ascenşion of Alexander the Great, a 
scene based an a myth popular în Byzanium 
at the time. Alexander, portrayed vath the 
insignia of a Byzantine etnperor, 15 seated in 
his chariot, which is pulled by wo griffins 
crowned by winged geruies, At the leti a small 
figure offers fruit, at the right another figure 
carries a basket and holds on to a rock. A 
simliariy composed înpârtite scene 15 shown 
on the opposite side (8). A naked man who 


= 


tat. Sile n 


plavs a lure is seated cross-leggecd on an claho- 
rate throne supported by to winged ions, At 
the lett a naked chuld chmbs a tree, and at the 
right îs a figure wath a drawn sword. 1 hus scene 
has trachnonally been regarded as deriving from 
Sassantan art, but it can also be thought of in 








Y-) 


the context of the “princely cyele” so popular 
in the arts of the Islamic court, Its appearance 
alongside the Byzantine Ascension of Alexander 
suggests a close afhinity bevween rhe subjects, 
The casker, with its few decipherable scenes 
pointing to a courtly environment, may 
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have been intended as a gift tor a foreign 
dignitary. 

On the basis af the tepe ot cron worm by 
Alexander and the similarities of his face to 
imperial portraita on a coin ot Romanos ] 
Lekapenos (r. 9200-44) dated 93, N. S. 
Trahoulia has proposed a date fur the casket 
in the first half of the tenth century. The range 
oi cultural tradinions (classical, Byzantine, 
Sassanian) displayed on this one work demon- 
strates the availability of diverse themes în 
the marketplace and remunds us that the deco- 
ration of luxury objects such as precious metals, 
textiles, and vor:es could transcend cuitural 
boundaries to meet the fashion (or status) pre- 
rogatives at the wcalthy chentele of Byzantium, 
Islam, and Westem Europe? 

M (a 


L. Doldscărmuide and YWeunzmann 1930, Al. 1, N, 125. 
2. O. terabar 1972, pp. 173-89, 


LITERATURE: Goldshmidr and Yeirzmann 104%, 
vol. 1, Bo. 123; Weitzmarui 1951 And 1084, p. 162, fig, 104; 
Schnitzler 160, p. 201; Cutler 1994, pp. 154-537, 
fig. 174; Trahoulia, “Alexander the Grear” 
(torthcomarig). 


ExXHIEITIONS: Paris 101, ici, Lu; Alu h 1g$e, 
no. 154; Essen 1958, no, 40: Filinbhurgh 158; Athens 
1964, 10. 47; Darrustadt 196q, na, 2: Brussels 1852, 
PP. 8-19, no, |v. 26. 


152. Three Panels from a Casket with 
the Story of Joshua 


A. Joshua's Ambush of the Army at Ai 
B. Joshua Condemning the King of Au 
C, Joshua Receiving Ambassadors from 
Gibeon 


Byzantine (Constantinaple), 10th century 

Tecury, with traces of polechroni and gilding; tone, 
sh traces ot polychromy and gilding border strips) 
A. 6.6 13 Car (2 i şi 11) 

B. $X 5.5 ci (2% 3% ir] 

C. 6 * cm (2% x 31) 


INSCEIBED: 

A. KAI EZETEINEX IHCOYC THR XEIFĂ AYTOY 
ETNII TI DIOAI EZANECTHCAN EX TAXH KAI 
ADNEKTHNAX NANTAC jAnd Joshua stretehed cut 
has hancă toward the cate... and they rose up puck 
„a aril che sles all [Josh 88-a] 


E. KE MIPOCHTATOA [TOS BACIAEA | [AH IPAC 
TO UICOTIA KAL EEPEMACAN AYTOM (Aud the 
brought the Kung ot Aa ro Joshua . . . and they 
hanged mm [Josh B:2320]! 
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c. On the trame abeore Jashua's head, IHCDYC 
|Josluuai:; 11 TABAONHTE ETIH ApPIKN YEMEN TA 
HMATHA AYTIIN AHPOLCOTA (he inbeomțes 
Displaying Lheir lorn Clothes [adapred from Josh. 9] 


COosSDITIOGN: A) There is a horizonral break ar the 
upper left, a portion to the righr af che lock îs mass- 
ing. B] Lhe center section is 'woru rhrough, pearl loss- 
es un che nscripriori. c) Lhere are cracks arul losses to 
che panel. 


Ta OvENAMCE; Sad to be trom the Carhedral ot 
Lucia; 1 1giz purchased bre ]. Piergarit Alorgari 
From (us, Brauer iri Paris. 


The Merropolian Muscum at Art, Ne York, E. 
(ui ot]. Picrpont Morgan, I017 (17.790.1378-c! 


The three plaques and their borders orna- 
mented with rosettes and medalion heads 
were once fasrened to the wooden core of a 
box of the tipe calied a rosette casket, of 
which about fifty examples survive.! The 
plaques ilustrate cvents in the hibhcal story 
ot Joshua's conquest of the Promised Land; 
each is inscribed with a direct quotation 
from or a paraphrase of che look of Joshua. 
On plagque 4, which was shaped to accom- 
modate a lock, nenty-rwo armed warnors 
advance from the left and the right, while 
their lallen comrades appear in the middle, 
below the lock. Plaquc B represents the 
enthroned Joshua surraunded br eighi sol- 
chers who have brought before lum the cap- 
tive king of Ai, bent in submission and with 
his hands bound behind his back, Ar the 
upper right the king; îs hanged on a forked 
stake and speared by an executioner. Plaque 
Cc depicts Joshua enthroned, vath free soldiers 
standing behind him holding swords and 
slhuelds, whule to emissanes from the people 
af imbeon advance toward him mn torn cloțhes 
with their hanuls extended in a gesture of 
respect or supplication. 

The carving of the plaques, in varying 
depths of relief, represents a technical tour 
de toarce: the clear articulation ot forms and 
space ancl che realistic and accurate details 
are astonuishing for a work of such small scale. 
Some elements are deeply undercut or canecd 
in the round, and the backgrounds of rhe 
plaques are reduced to a translucent paper- 
thinness. The ptaques can be closely associ- 
ated in style and iconography wath other raries 
of the classicizing movement of the tenth 
century, the so-called Macedonian renais- 
sance, but most specifically with an illumi- 
nated manuscript, the Joshua Roll (cat. 
na. 162), dating; to about 9șo.? In both roll 
and ivories there is a classical feeling for the 
structure of the body benearh plastically ren- 
dered drapery. The illusion of depth created 
through overlapping and through the subtle 


relhef carving 15 comparable to the masterly 
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juxtaposition of figures and setrings and the 
delicate modeling, in the roll. We can assume 
that a manuscript was used as a ruxlel for the 
vories and that they were created in a work- 
shop in the imperial palace of the Byzantine 
emperors în Constanrinople. The rosctte 
caskets may have served as gitts or as luxury 
objects tor display. 

In their abundant preservation of poly- 
chromy, the Joshua paneis and their borders 
represent an important aspect of Byzantinc 
ivories,* Although some traces of green, blue, 
red, black, brown, and gold can be seen with 
che naked eve, the color scheme can be almost 
complerely restored on the basis of microscopic 
analysis. All the preces had bright blue back- 
grounds and red trames; red also occurs on the 
edges of tunics, on Joshua” mantle, on boots, 
and an the petals and backgrounds of roscttes. 
The garments of a number of figures were 
once a bright green, as were the borders of 
the shields and the legs of Joshua throne. The 
armor and helmets and the edges ot garments 
were gilded. Black accentuates the dorted 
pattern on the chair cushions and the eyes of 
ali the figures and s also used for the inscrip- 
tions. Gold, bluc, red, and green, sometimes 
in layers, appear in the medallhons ot the 
borders. The color scheme :s thus compara- 
ble ta that found in the sumptuous illumi- 
nated manuscripts ot the period, such as the 
Paris Psalter (cat. no. 163), as well as in other 
preciaus, brilliantly coloritul media such as 
enamels, icons, mosaics, and texules. Pigrnent 
tests on the ivories reveal that the colors are 
lapis lazuli, vermilion, malachire, and gold, 
all of which were used for painting in the 
mecheval penal. On the basis of these pigment 
tests and stucdlies of a group of one hundred 
Late Antique ancl Byzantine ivories, the great 
majority ot which bore traces of color, the 
pelvchromy such as that found on the Joshua 
plaques is very likely ta be original. 

CL 


1, Goldschmidt and Yeitzmanin 1930, Fo. 1, 

pp. 23-24. 
2, Schapră LU, DP. L73; VVEIZTNANI 19+Ă, p. 35, 
3. Connor, “New Persphectives, i9ăr, PE LOS 
+. Ibid., pp. Ios-8. 
3, Cennor, The Color af Iar (torihconung. 


LITERATURE: Îve 1919, PP. 4oI—12; iroldschrudr 
and Varza 1930, VO]. 1. p. 23, N05. 1-3; Weirzmann 
1945; Schapiro 1249, pp. 1861-76; Becker, Perai, 12; 
Cutler 1984-83, PP. 32-47: EXOTINOL 1991, PP. OA; 
Connor, be Color sf Iverr (torthcoming), 


ExHiBTTIOn5: (A) Baltimore 1947, 0. 114; 
Athens 19&4, Na. 39. 
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133. Lhe Yeroli Casker 


Byzantine ( Constanrinople!, middle ar second half of 


th cena 

Ivor and bone on vuad core; metal hartiware 

11.2 X 40.5 X LG CM (qi X 6 X i 1ri,] 
COoRDITION: One entire figure (a Aving eros?) îs 
missing from the leit plaque on the rear of the box, 
while the undercut limbs of several figures and ani- 
mals are lost; here are traces of gilding, especially on 
areluitectrural details on the fronr of the bax and on 
surrounding, rosetre strips; he lock firtings may be 
original. 


PROYENANCE: Purchased by John %ebb, a Londan 
dealer, ar an agent acung, tor him, dicecrly rom the 
Treasury ci the Carhedral ai Yeroli in 1861; sold bp 
1/ebhb ar Verona in 1865; to tie Victoria and Albert 
Museum tar £420, 


The Board of Trustees ot the Victoria and Albert 
Museum, London, England ţ216-1863) 


This most familiar of Byzantine boxes is cel- 
ebrared for the fineness of is workmanship 
and for its apparent preservation of scenes 
from classical mythology. Indeed, it 15 casier 
to recognize the Greco-Roman protorypes 
of rhese scenes than to idenrify the models 
used in their reproduction or the way in whach 
they were understood by their Byzanune aud:- 
ence. Where formal parallels are convincing, 
these rend ro be of Lare Antique rather than 
of classical date. The same holds tine for the 
lcerary sources that have been proposed for 
the program of the casket, most nutably the 
fifth-centurv poet Nonnos ot Panopolis.* 
Given the absence of inscriptions, the iconog- 
raphy in the following description îs there- 
fare idenrified according to Greco-Roman 
tppes, without prejudice as to the Byzantine 
interpretatiur of their sigruficance. 

The main plaque on the sliding Id of the 
box depicts, at left, the Rape of Europa, 


accompanied by srone-throwing pouths 
missing, from a similar representation, also in 
the Victoria and Albert Museum, in which 
the assailants are replaced by a flirting couple 
akun to that on the right plaque at the back. 
The rest of the lid plaque displays a Iyre-play- 
ing, figure of Herakles type, followed — on a 
distinct but carefuily joined piece of ivory— 
by erotes (often described as putti), by cen- 
taurs, and by dancing figures usually identhed 
as maenads. 

Erotes likewise populate five of the other 
six scenes on the casket, On the lett plaque 
at the tront, one eros gazes through a mask 
at a young woman while another draws a 
thorn from her foot. The woman's nude 
companion (identrified either as Kastor or 
Hippolytos) holds a rearing horse. A third 
eros provides the bridge to a discrete scene in 
whuch a physicalhy indistinguishable male leads 
a winged horse (perhaps Pegasus) ro drink 
at a spring. The termale to the right has been 
variouisly idenrified as Demeter, Persephone, 
Hekate, or the nymph Peirene. Only the nght 
front plaque lacks some overtly comic element. 
Clearly, it represents the Sacnfice of Iphigenia, 
although the identity of such figures as 
Actulies, holding an offering; and with his left 
leg raiscd on a plinth, :s compromised by 
theur beardlessness. The seated figures of 
Asklepios and Hygeia are unrelated to the 
theme ot sacrifice. 

The eclectic nature of the decoration 15 
borne out by the ornament on the ends ot 
the box. On the right side a brassiered eros 
rtes Nererd-hke on a sea horse in emuladon 
of Europa and 15 watched by one who plays 
at being Triton, perched on a snake-drapeil 
altar. At the left the majestic procession of 
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Dionysos on his panther-drawn wagon 1$ 
disrupted by a bare-borromed figure diving 
into a basket. The Lhonysiac tenor of the scene 
continues on the left plaque at the back. Here 
one eros kusses a female panther, while another 
one suckles. Perhaps missing from above the 
panther 1s a turd eros te match one who clam- 
bers onto the neck of a deer. Of no other such 
figures, one tries to bridle a stag while a sec- 
ond, borne on an eagle, vratches. The carnival 
quality îs carried to even greater extremes n 
the right plaque, where, beside an amorous 
couple (Hippolytos and Phaedra or Ares and 
Aphrodite), Europa's predicament is mocked 
by a naked eros who assumes her position 
while another eros goads the bull inro flight. 
A yourh tethers a stallion wlule, again on a 
separate section of material, a third performs 
feliario upon the beasr.* And in the upper- 
right corner the cheeky motif of the Boy in 
the Basker, seen in such Late Antique floor 
mosaics 25 those at Madeba, in Jordan, recurs 
ro no less humorous efiect, 

The comic aspect of the figural scenes is 
reintorced by the fact that although the overall 
shape of the box and its rosette decoratien 
imitate Late Antique exemplars, the inter- 
vening, profile heads on the lid are parodies in 
bone of ancient coin types.“ Nowvithstanding 
the humor, the carving is of rhe highest 
quality. No other Byzantine work ofters 
such a wealth of difficult, time-consuming 
undercurting, though a number of techni- 
call; and styhsncally closely relaced rrory icons 
display rhe precautionary measure whereby 
undercut limbs are anchorcd to or nserted 
into the beveled frames of he plaques.” Such 
technical features, unknown in antique 
ivories, belie the recent argument that the 


plaques on the Yeroli Casket, made up as they 
are of conjoied sections, are constituteri 
from Late Antice fragments.$ Further weak- 
ening this thesis is the tact that Christian as 
well as secular box plaques of the Middle 
Byzantine era are similarly composed of 
conjugate pieces.” This economy, which inay 
indicate a shortage of ivor, was not needed 
when bone was employed, as it is on the 
version Of the casket now in Pula, Croatia,” 
A modern imitation of the casket, made after 
its removal from rhe Cathedral of Veroli, fifte 
miles southeast of Rome, to London, has 
both plaques and omament revealingly carved 
in ivory and 1s housed in the Museo Lazaro 
Galdiano, Madrid," 

AL 


1, Vikan and Nesbitt rgăc, p. 7, Îg. 1$. 
2. SUTA 1964. 
3. boldschruidr and Yeitzmann 1930, vol. 1. 06, 23. 
+. This motif recurs on a plaque, together with an 
ros masijueradinu as a Nerend on a sea horse, anl 
on a box placue recenti recovered be the Louvre, 
See Parw, Byzanre. 1992, DU. I$4A. 
ş. Puecirillu 1993, gs. 3, 6. 
6. Cutler 1984-85, p. 45. 
>. Caatler ug88. 
8. Speck 1993-94. 
9. For example, Goldschiucie and Yzitzmann To3a, 
VO], 1. 0, 70, 
13. Tbid., na, 28, 
11. Cutlet 1994, pp. u7-19, fig. 129. 


1 


LITERATURE: Goldschiuuidt and Weitzmarui 1940. 
val. 1, no. 2] (tor tarlier lireraure); Weizmann 1941 
anl 1984, pp. 169-77, 180, 18+, rr, 202, Beckiwith, Verok, 
1962; SUMO 1964. PP. 279 - 336; Hunger 1065. pp, 207. 8; 
Vikan and Nesbitt sp8u, Cutler 1984 8, pp. 32 47; 
Cutler 988, pp. zi 28: Speck roo3-u4, pp. 79 Bi; 
Lutler pg, pp. 38, 59. 83. LEȚ, [30 ISI, LĂT, 7. 2, 
243, fugă. 1, 128, 


ExHLBiriO: Edinburgh is, Tu. 122. 


154. Four Plaques from a 
“ Mythological” Casket 


A. “Hippolytos” ] 

B. “Hippolytos” II 
C, Warnor 

D. Drunken Herakles 


Byzantine (Constantinople), micile or secorul half ot 
1cth centuri 

Icar 

Each: approx. 6.4 x 4.7 X d crn (244 7 (x a in.) 
CONDITIGN: There arc minor cracks in the trames 
ot plaqucs 4, 8, and C; Herakies, on plagute D, has 
lost the central porno pf his spear;, the upper-righe 
corners ot plaques c and D have been cur olt, plag us 





4, C, anul Lb hawe tour attachment holes in the corners 

ot the frames, some of which retain vestiges cf pegi, 

while plague B has Ave such holes, all reverses have 

been roughenied to enhance their adheston. 

PROvENANCGE: Nothing seems lo be kan about 

the three plaques in Dresden [4-c) before their entry 

rare the Atasat ich Bantu tulceni, &ariaruesi & aatalbe: 

the Dnunken Herakles was acquired Es tu: Victoria 

unui Albert Museuni from John YVXebb ini 1867. 

A. tortines iztolbe, itaarhehe kunstsamnmluneeni, 
Dresden, iocrman (11 447) 

B. Lrunes taemiibe, Saatuche Kunstsammlungen, 
[icesen, (rermane [11 4+8) 

€. Griines (oewilbe, Staatliche Kunstsammlungen, 
Drescen, EZETITIALIv (IL 449) 

D. The Board i Trustees ol the Yictora arul Albert 
Museum, Ianuden, England (288-1867) 


It is generally supposcd that these tour 
plaques, along with three others now in 
Xanten, Germany, depicting, scenes trom 
the hfe of Joseph, belonged to an octaponal 
casker.! This is a conceivable arrangement, 
but the combination on one ivory object of 
hgures from bozh classical and bibhcal mythol- 
og dlepencls on the notion that the warrors 
depicted on such boxes” derive from illustra- 


tions ot the Book ot Joshua” and were used 
in conjunction with images ot rhe labors of 
Herakles. 

There are other uncertainties, particulari 
with regard to the identity ot the figures on 
the first two plaques. Using analogies vith 
antique sculpture, Kurt Wetzmanm first sug- 
gested that plagque A showed Hippolytos 
sacrificing, while B depicted Meleager.* 1 le 
later araued that both represented Hippolytos, 
basing; this opinlon on similaritics to sar- 
cophagi that illustrate even:s from the life of 
the mythological hero. Ulumately, he argued, 
both plagques depended on Euripides' drama 
IIbpobytos Crammuea, a hyporherica! illustrated 
version ot which was available 1o the carver. 
Despite the physical resemblance berween 
the main figures on both plaques — in one 
case (A) makig an offering to what appears 
to be an idol on an ashlar pedestal and in the 
other (8) turning toward a similar wreath- 
beanng figuue standing, on an outcrop ol rock— 
the lack ot further ewdence and the pervasrve 
presence in Middle Byzantine art of vouthtul 
hero tepes, nude except tor a chlanys over 
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ane shoulder, suggest that even ul their sources 
could bc denrified, little would be known 
about how the plaques were perceived m 
the tenth century. The Byzantines may have 
respondled only to the vagucly “classicizing” 
Havor ot such images, Whether or not the 
smirking actors on plagque B were seen as 
figures af fun, the tipsy Herakles (n) clurching 
a woman for support (instead ot the bearded 
Priapus, on whom he leans in a Pompeian 
version of the scene), was surely read as 
laughable.* Scarcely less comic are Lhe figures 
of fighting men (C), confincd within their 
frames and thus deprived ot any discermuble 
foe, Obwnous favontes of a large auslience, such 
figures became ubiquitous on bone plagucs.” 
As on he Veroli Casket (cat. no, 153), the 
Herakles in London (p) îs composed of 
distinct sections of rory, here horizonrallv 
Joined at îhe level ot the hero's Iups. Again as 
on the casket, limbs and veapons on the first 
three plaques (4—c) penetrate the frames, a 
device ihat has generally helped to secure their 
often dceply undercut forms.E The illusion of 
three-cuimensionality coimeyed bp these means 
15 amplhihect by the real deprh of che reliet in 
relanon to the overall thickness of the plaques: 
the material, & mm thick, Is cut back to a 
depih ot s mm, leaving a translucent ground 
rhar has resisted the breakage common tu 
1vOry ICONS worked în this manner, presum- 
abiy becauşe these plaques were attached to 
a wooden matrix, indeed, thev arc at least as 
noable as technical tours de force as rhey are 
for their putatrve role in the transmission of 
antique forms, AC 


[. isoldschrruidi and Vcrtermarnin 1940, vOL 1, 
NES, 13-10. 
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2, Far Xanien. ibid, na. 1; tor New Vork, 1bud., 
ne. 12, aul beloa, cat. m. 1șă. 
3. Wuth regard to a bu în Xlilan, tus relationship 
has been conteste in Zastrona 1uză, 10. 21. 
4. Goldselumiit ariel Vcrtzmarn 1040, Ol, 1, nos. 17, L8. 
4. Weltertarini Tşi ard 1983, pp. 17377. This 


eprurheesis 15 repeared m Beckoviri, erp, 962, p. 14. 


6, Becker, Perne, loa, Îngr. 11, 

7. Caidschurudi ai SĂ elLeriiarui 1330, vol. 1, Tu. 6, 
9-12, 23, 3ccl, aril pass, 

R. Cutler rog, pp. rur=t2, 


IITERATURE: Liolilschnaidt and Weizmann 1972, 
Al. 1, 1315, Apemsel 13, vol. 4, p. 46, Beckanth, 
Veraiz, 1062: Cutler og, 


EXHIBITIOCNS: (AG) Berlui 1977, NOS. 23-23; 
(Di Edinburgh Tasă, no. Ti3a;, Athens 1063, no. qă; 
Brussels 19ăz, na. Îi. 22, 


155. Casket with Warriors and 
“Mythological” Figures 


Byrantine ((cemstanlinepiei, noth—ruth cetarur 
Ronc placucs and ornamental Strips Cr vărescul: 
silecr lock plate 

IG A AIP XE TĂLL CC jap 2 7 FIA U.) 


CORDITLON: Lhe slidinge ii 15 warped, particulari 
roward the leit cnd ot the box; approximately half 
the bone plaiues hace split; some ct rhe fler strips 
arc modern restorarions; the silver iock plate, ir 
incisecd arul melci iris, is a Western European 
alditiar, 


PROYENANCE: Original; from rhe parish church 
of Saint Peter and Saint Paul in Kranenburg, (near 
Klee. CGrermany), boughr br ]. Pierpont Morgan i 
igo tron the dealer G. Brauuer. 


The Metropolitan Aluseurn of Art, Wlewe York, SLY, 
Cit of |. Puerporu Morgan, 1917 (17.100.237) 


PYIZANIIUM 


In its constructiei, design, al iconographic 
diversity, this large box 15 representative ot 
Byzantine bone-clad caskets made in emu- 
lation of sinular boxes in won. Despite the 
use Of cheaper marcrial, the plaques fash- 
ionecd from bone ot widely varying qualitv 
are skilifully careed, probably by a crafisman 
who also worked in ivory. Lhe fine observa- 
uon ol anatonucal and other detaul, tie cre- 
atian of numerous plancs of recession, and 
the techmque ww herebi” lmbs anl weapons are 
anchored te the frames ot the plaques are all 
tound as well on the Yeroh C.asket (cat. no. 153). 
The rosette bands surrounding the plaques 
direcely imitate forms used un more luxuri- 
aus boxes and, lhke them, are cur from pre- 
tabricated strips. On the other hand, the 
plaques are crudely attached ro the wouden 
core wnrh an excesanve number nf pcgs, manv 
ot them passing through important ele- 
ments of the fişures or their accouirements. 
here appears to be litele overall scheme 
in the «decoration beyond a certan concern 
with the exotic. Iradinonal militar and hunt- 
ing, motifs (horsemen are cquipped with 
stirtups and their mounts mich girths) are 
combined vath fighring men in Durkic hats and 
trousers;. some figures — notabis the paunchy 
dotard ar the extreme right on the front” — 
art surely comic in intent and recur on other 
such boxes." The relationship of This reperroire 
ot stack figures to those taken to represent 
mythological personages is unclear. If, for 
example, the vinged vouth holding a snake in 
the central plaque on the rear ot the box 15 
Triprolemos,* he svoukl be as out of place in 
thus context as the enthroned muhtarv leader, 
saicl to dlepict Joshua; at the beginning, ot the 
same row of plaques. Perhaps we should 


approach the subject matter as an eclectic 

melange of curiaus types intended ro delight 

rathec than to convey any coherent program.“ 
AC 


1. Cutler 1984-85, p. 46, fig. 23. For a similar figure 
cn a bone plaque tound in che Ehersones, see 
Moscow La77, ol. 2, no, 607. 

2. Cutler 1984-85, p. 41, Hg. 16. 

3. For example, boldschnudt and Weirzmann 1934, 
“Ol, Z, Pl. LAXI IC. 

+. Cxuldschmidt and Weizmann 1332, vol. 1, na. 12. 

ibid. 

6. (n such an aesthenc, see Î.urler 1974, PD. 235—54. 


"a 
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LITERATURE: Goldschmidt and Weitzmann 1930, 
vol. 1, nG. 12; Weizmann I9ȘI And 1984, pp. 14546; 
Rorimer and Forsyth 1954, p. 129; Cutler 1984-55, 
pp. 32—47; Kalavrezou-Maxeiner, “Cup of San 
Marco, 1985, pp. 167—74. 


156. Casket with YVarriors and 


Dancers 


Byzantine ((constantinaple), nth centure; Ialian (23, 
1sth century (3) (hunges, Fanges, and lock! 

Tory and bane; ccpper gilt jhinges, Aanges, and lock.) 
23% 10 28ăcm ligi 7 ki.) 

CONDITION: There arc minor cracks in sonic of 
the bone strps, 


PROYENANCE: Formeri in the Ioentschele 
collection. 


The Metropolitan Muscum af Art, New York, N.Y. 
Giit of ]. Picrpont Morpan, 1317 (17.100.239) 


Over îifry mary and bone caskets with secular 
decoranon survive from the Muldle Byzantine 
periaul.* U'sualhy embellished with a variety of 
mythological scenes, warrors in combat, or 
erotes dancing and playing musical instru- 
ments, these caskets are among the fena extant 
Middle Byzantine objects that allow us a 
ghmpse into the Byzantines' nonreligious art. 
The Metropolitan Museum casket is made 
of plagques of ivory depicting erotes, framed 
by decorative bands of bone repeatingp a 
rosette-in-cirele pattern. All the erotes on the 
side panels— three on cach of the long; sides 
and two on the short ones — are seminaked, 
wearing, only a chiton; most hold a sword in 
the right hand and a shield in the left.* They 
ali have simitar grotescque and comical features, 
generally associated vith classical comic masks. 
The sides ot the truncated pyramud lid ot the 
casket are decorared with a freze ot a vine scroll 
enclosing, simiiar erotes. On the iront panel 
they perform a scarf dance (a female custom) 
or play musical instruments (drum and cyrm- 
bals). On the back and on che nght side pan- 


e]s thev appear as warriors confronting cach 


other in pairs. On the lett side panel onc ot 
the crotes strugples with a hon whule the other 
aimns with a bow and arrow from behind the 
beast. The pane! on the top of the hd depicts 
to erotes grappling with a tame female 
panther— she has a leash around her neck— 
and a cânme, while a chird has fallen headfirst 
into a chalicelke vessel.* 

The plagques and strips of the decoration 
are secured by pegs 70 a wood core.* A recent 
stuciy has suggested that many of these Middle 
Byzantine caskets were originally polychrome, 
a practice that would explain the usual com- 
bination of ivory and bone for their con- 
struction.5 It 15 likely that the ncdiwidual 
components ot these works were produced 
en masse and then combined ro torm cas- 
kets with a limited range of shapes and sub- 
jecr matter. The interruption of the roseute 
pattern on the bone sinps on the tront ot the 
casket inclicates that these sections were first 
carved in long strips, then cut to order for a 
specific object. 

Warrior contests, battles ot men and beasts, 
dancing, music making, and buftoonery were 


all favorire subjecra for the courtie arts ot the 
eastern Mediterranean, including chose ot 
Pyzantium and Islam. Caskets such as this 

were often exchanged as royal pufts.” 


2 ue, 23 


Dk 


Set Guoldschmidt and Weizmann ipac. ol. 1. 


- The eros ori tu let placue cr che frezat :f the casker 


is the rul an to hab a sprear ustezul ol a setari, 


„A "PET similar representarian May [he seen în ba 


other caskers, one în the Carhedral of Swiaraia Sofia 
(Saint Saplua) in Novgorod anu come in the State 
Hermutage in Saint Petersburg; Croldschriiir acd 
Weitzmann 1932, Y0l. 1, pls. Xa, XXVII. 


„See Î larrington 1927, pp. iq. 


Connor, "e Perspecrives.” 1091, PR. IOO—IT, 


- Xaohischmuăt and Weirzmann 1930, val. 1, 
Ste Connor, “Mem Derspectives, LOGI, p. 193, 


ps. 14, 13. 


LiTenăruoue: Harringtun 1927. pp. +2—46, 
Lroldschmidt anul Wertzmann 1030. vol. 1: Connar, 


“Dew Perspectivees, Log. Pp. 109 ur. 


Exnrarrriuns: New Vurk 1970, 0]. 1, 0, 77; 
Providence rgă7, în. 15, pr 27, Wilan 131, Duc. IG. 





LUXURY OR]ECIS PA E! 


157. Casket with Scenes from the 
Stories of Adam and Eve and Cain 
and Abel 


Byzantinc ((Constantinople), ot or irth century 
Ivory an wood, veth traces of pildling 

13.5 % 4 XI CIn (qi x 18 x 71 In.) 
CONDITION: The box îs missing ra plaques on 
the hd, some pornons ot the border, and its lock, 
PROYVENANCE: Unul the cighicenth centuri, i 
ihe sacristy ot the Church ot Sani Macimin at Trier; 
Lansdenschrude tamuly. 

Hesssches Larulesmuseurn, Jarrnstacie, Cxerir ar 
(Kg. 34:29) 


This casker belongs to a group ot Byzantine 
boxes decorated with carved plaques ot 
1vory and bone that are often referred to as 
rosette caskets.! Usually dated to the tenth 
and eleventh centuries, they feature border 
ştnps adorned with circles containing erther 
profile heads or rosemes. In all probability 
many ot them were used for holding, coins 
and other small valuables, as is suggested by 
the locks that were often provided ta protect 
their contents from pilferage. In the maţority 
af cases the subject matter portrayed Ls secu- 
lar, or even profane, in character— as, for 
example, the scenes from pagan mythology 
depicred on the Veroli Caske: (car, no, 153). 
On some boxes, however, the imagery con- 
veys a more plous message, which seeks 
to tic prosperity to the practice of Christian 
virtuc. On zhe present casket we find the storp 
ot Aclam and Eve, which originally began on 
the hd with to plaques showing the creation 
of Adam (now lost) and of Ec, the lamer 
inscribei AAAN YIINOCAC EYA ESIAGEN 
EK TIC TIC IHAEBPA A[Y]IOY (When Adam 
was asleep, Eve came out of his rib). The 
narrative continues on the back of the casker, 
with carvings that depict Adam and Eve in 
paraclise, their temptation and their fall, and 


God accusing, a cowering and remorsetul 
Adam with the words AAAM IO%Y H (Adam, 
where art thou?). The left end of the casket, 
inscribed AAAM EZEBAIOI (Adam was cast 
out), illustrates an angel expelling the guilty 
pair from paradise. The plaqucs on the front 
show them first sitting and weeping, their 
heads in their hands, and then Adam tilling 
the ground, reaping the harvest, and carrying 
it home. Ihe right end of the box has three 
plaques, ro on either side of the original 
lock plate and one beneath it. The flanking 
plaques show the unusual scene ot Adam 
and Eve at the Forge, with Eve pumping a 
pair at bellows and Adam working at an 
anvil. Beneath the lock siis a iman labeled O 
IAOYTOC (Wealth) holding a moneybag, 
Finally, two plagues on the lid showed the 
murder ot Abel by Cain (one is now missing), 
A similar selection of subjecrs, including the 
personification of Wealth beneath the lock 
plate Hanked by che lamenting figures of 
Adam and Eve, is found an a box preserved 


in the State Hermitage in Saint Petersburg.” 


This association of Wealth with his money- 
bag and Adam and Eve's roil and grief :s a 
tppical example ot the anuthetical tunking, 
characteristic ot Byzantine Christianity. Just 
as the emperor who is humble will be pow- 
ertul, so zoo the private citizen who grieves 
for his or her faules will be wealthy. Byzantine 
authors ho wrote commentaries on the 
Baok of Cacnesis explained thar God, having 
created the firuirs of the earth, reserved che 
possibility of wirhholding them as a means 
of punishment: “For when they are sinning, 
the fruits dry up, but when they are atoning 
for their trespasses through their remorse, 
the fruits [of their labor] are abundantr”? 1 here 
was, then, a perceived equation, in which grief 
anul repentance were balanced by an assur- 
ance of plenty. This îs the message conveșed 


by the anrirhetical scenes of grieving and 

productivity portrayed on the boxes în 

which che Byzantines keptr their valuables. 
H M 


1. (On these hezces, see Cutler 1984-87. 

z. Coidschmudt and Wertzmarn 1940, 0.1, PE qa— 
ş0, no. 68, pls. 4ă, 49. here 15 no doubr chat the 
weeping pair always occupied their present posi- 
ton an the Saint Petersburg box, Hanking rhe lock 
vrith Wealih bermeen them, beczuse rhe frame af 
the left plaque, showing, Eve, makes a jog ro 
accornmadate the plare. 

3. Prokopias of isaza, Comentarii in Cenestni 3.17, 
P(, val, S7i1, cols, 2138-—C. 


LITERATURE: (oldschrude and 1Verzmann 1930, 
Yo]. 1, p. $0, 00. 59, pl. so; Cutler 1984-35,p.47n.8, 
Papanastastou 1992; Cutler 1994, pp. 61, 242, Îg, 6. 


EXHIBITIONS: Essen 1066, 00. qIo: Athens 1064, 
10. 43; Brussels 1052, no. x. 24. 


158. Three Panels frotn Adam and 
Eve (_askets 


A. Sorrowing Adam 

Eyzantine ((Constantinople), 1ath or uth cencure 
Deo 

7% 7.6 CM (234 % 3 in.) 


IRNSCRIBED: AAAM (Adam) 


PEUVEHANCE: Comte Aupusre Îastard; 
purchased from Leon Gruci, Paris, 1326. 


Walters Arr Gallen, Baliimore, Md. (71.296) 


B. Adam and Eve Harvesting 
C. Adam and Eve at the Forge 


Pvzannne ((Constantinople), 18th or th contur 
[sar 

B.7X 9.5 Cn (24 x 3% ir) 

C. 6.7 X 9.8 cm (2% X 334 IN.) 
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INSCRiBED: On both panels, AA4M (Adam), 
EYA (Eve) 


CoNDITIONX: Parts of the borders arc missing, 
from each panel; the holes in the centers of the 
panels were probably used for attaching metal strips 
to the casket. 


PROVENANCE: G, Brauer, Paris, 1909; ]. Pierpont 
Morgan, 1917. 

The Metropolitan Muscum of Art, New York, N.Y, 
Gift of]. Picrpont Morgan, 1917 (B: 17.190.138; 

C: 17.190.139) 


These high-qualizy ivory panels were formerly 
dated ro the rwelfth century, though recent 
research has brought into question the exis- 
tence of an ivory-carving industry in Byzanrium 
during that period.2 The three ivories have 
been associated with another panel, now in 
the British Muscum, London, that depicts the 
archangel Michael in a composition of the 
Expulsion of Adam from Paradise.? All four 
panels share the characteristic of having 
been not merely attached to the wood core 

ot a box with pegs, as was usually the case, 
but being slotted intro place by means of 
grooves or bevels cur into their edges.* The 
panels are also closely related in their style of 
carving, and all are approximately the same 
height. These shared feavures have prompted 
the suggestion that the four plaques came 
originally from the same casket, which, like 
the box from Darmstadt (cat. no. 157), would 
have shown Old Testament scenes, includ- 
ing the fall of Adam and Eve and their expul- 
sion from paradise.* Given the assembly-line 
method of construction of Byzantine boxes, it 
is mpossible ro ascertain whether these pan- 
els in fact decorated the same object, though 
it is reasonable to attribute all four ivones to 
the same workshop. A fifth panel, showing 
the killing, of the king, of Hazor, which îs now 
in The Metropohtan Museum of Art, 15 simular 
in its style of carving and in its original means 
of attachment, but its height is greater.* 

The panel from the Walters Art Gallery 
portrays Adam, identified by an inscription, 
sitting in dejection after his expulsion from 
paradise, Inscriptions also identify the figures 
on the two ivories in the Metropolitan Museum, 
which are carved with scenes of Adam and 
Eve roilng after the fall, garhering, the har- 
vest from the fields and working, at the forge, 
The three panels can be related în their sub- 
Ject matter to the similar portrayals on the 
ivory box in Darmstadt (see cat. no. 157 for a 
discussion of the significance of these scenes 
on Byzannne boxes). Ihe portrayal of Adam 
grieving on the ivory in Baltimore has attracted 
considerable comment. The pose of the figure, 
with the head resting on one hand and the 
elbow propped up on the knee, was used fre- 
quently by Byzantine artists to convey gricf 








LS 


or sorrow.7 In this case, however, there is an 
echo of a specific classical model that survived 

in the Hippodrome of Constantinople, Adam 
sits not on a tree trunk, as on the casket in 

Darmstadt, but on a cylindrical object with 
a diaper pattern that resembics the weave of 
a basket. This detail may have been inspired 





by the well-known sculpture of Herakles by 
Lysippos, in which the naked Herakles was 
shown sitting in the same pose on the basket 
that he had used to clear out the refuse from 
the Augean stables. The statue was destroyed 
by the Crusaders after they captured Constan- 
tinople in 1204 but 1s known from Literary 
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descriptions. It 1s reproduced en another 
casket, now in Xanten, Germany, where the 
Lion skin spread out over the basket unam- 
biguousli :dentihes the dejected hero as 
Hcrakles.5 

HM 


i. Goldshmid: and Weirzmann 1930. val, 1, pp. 54 
$3, TU. ŞC, 92, 93- pl. $ș, Randall rpâş, pp. 116, 130, 
n, 202, colorpl. şa. 

2. Cutler Tog4, PP. 21710, 247, 

3. Goldschmidt and Wentzmann 1930, “ol. 1, p. 34, 
O. 91, pl. 5. 

4. Ibid., val, 7, p. 34, fig. 26; Cutler 1084-83, pp. 36, 

70. 13, fig, 3b, 

3. (xaldschmudt and Weitzmann T0za, ol. 7, pi. 3; 
Randali 1985, p. 130, 

&. Galdschmidt and Yeitzmann 1930, vol. 1, p. 54. 
na. 49, pl. s&; Lutler reg, pp. 77-78, 141, Îigs. 73, 
80, Ia. 

7. H. Saguure, “Depuction of OTTO 977, 

PR. 132-409. 

$. Dăârig 197. pp. 24-26, gs. 1-3; H. Maguire, 
“Depicrian ot Sorrow; 1977, PP. 143, 13336, 140 
fps. 1+, 20; Weirzmaruri, Creek Mateo, LOS4, 

p. ter, îig. 189. [he detail ot che basket also appears 
on another panel shoming Adam grieving, on a 
box in the YYalters Art Gallen: Goldschmidt and 
Weitzmann 1930, vol. 1, pp. s1-s2, no. 82, pl. szb; 
Earnulali 1985, p. 128, no. zei, lg, 23, 


LITERATURE: Goldschmidet aud YVeitznanin 1030, 
Ol. 1, Ap. 34—35, Das. ao, 32, 93, pl. 35; Dori 197, 
p. 26, hg. 3; H. Maguire, “Tepicrion of Sarrow” 
1977. PE 13, 140; katler 138485, BP. 36, 47 nn. 13, 
14, figs. 3a,b; Rarudall 1985, pp. n&, 130, n. 202, 
colorpl, să, 


ExnigiIiom: Baltimore 1947, 0, 120, Pl. 23, pe 43. 


159, Floriated Plaque 


Byzantin ((_onstantinople), late 1ath-—carly 1rtfi 
Century 

Ier with rmetal artrachrments 

3 XD XD CM (3 x 4 xi) 


CaANDITION: here isa large hule at the center of 
the |evaer edge of the fel, set damage as well to 
the acdjacent maoliding; the moliing has sulterec sew- 
eral other small holes and abrasions; the crack nan- 
ning fran the rmolding an the upper nght across 
nearly the entire field, as well as the hairline cracks at 
the upper-left edee and ar both lower corners, proba- 
bl necessitated the addition ot the meral brackets; 
rhe back ot the ore 15 chamicred, 


PROYENASCE: iftot L. Andre, iza. 


Musee du L.owwre, Departemeni des Ohjera Art, 
Paris, France (OA 7330 


Lhuis ivâre and an almost identical one in the 
Musce des Beaux-Arts, Dijon (CA. T. 330), 
are thought to have been companion pieces 
of the same box. Unlike most Byzantine 
box plaques, wlhuch were made to be rmeted 


to wood cores, the Paris and Dion plaques 
both exhibut chamtered edges on their backs, 
a techniquc (peculiar to Byzantine Ivory 
working)” that allowed the plagques 1o be 
joincd directly ro each orher without rhe 
need tor a core. The casker from the Treasury 
of the Cathedral of Troyes (car. nu. 141) î5 a 
camnplere box fitted în this manner, a con: 
struction that required thuck pieces of vory, 
which were more commaenly used for the 
carving, af devotional images. 

The delicate lugh-relet pattern ot symmet- 
rically paired flowers encircled by vines thar 
both interlace to torm a central heart motit 
and emerge to îl the field witch sinnous 
tendrils is a masterpiece of design and execu- 
tion, unique în known Byzantine box decora- 
tion. The crisp carving may be compared to 
that af the plaquc at Saint John the Baptist, 
possibly trom the nud-tenth century in the 
Victoria and Albert Museurn, London, and 
che individual floral morifs duplicate rhose 
n late-tenth-century manuscripts such as Ms, 
Lauid, gr. 75 in the Bodleian Library, Oxford. 
In its overall complexiry and fluidity, however, 
the pattern anucipates those tound on objects 
ot the mid- to late eleventh centure from 
throughout the Byzantine Empire, such 
as a chancel panel from the Church of the 
Dormitian, Nicaea.* and the silver book 
cover ot the Sacramentar of Frontale in the 
Plerpont Morgan Library (cat. no. 303). 

MLC 


1. Paris, BYZAneE, 1042, p. 240. 

2. information kindl promite be Aruhon Cutler. 

3, aoldschimudt and eitzemann 1734, vol. 2, p. 4, 
no. 65, pl. Xeut; YVulliarnson 1082. p. 25, pl. 10, 
for a tecclfth-centure date. 

+. Spatharakus rr, sol. 1, p. E, PI, 20, Ul 2, 
Lg. 6. 

4. Peschlow rş7z, pp. 1qs5-87, sp. pp- 176fl. 


LITERATURE: (afatngite fisterigue 1883, NO. 330; 
Migcon 1922, val. 1, p. 12, no. 25; Croldschnudt and 
Weitzmann 1934, vol, 2, no. 191; Maurice 1983; Paris, 
Byzante, 1092, p. 240, 


ExHIiziTions: Taris Taci, na, ri Paris, Ayzaare, 
1902, NO. 153a. 
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169. Tberiaka and Alextpharmaka, by 
Nikander 


Byzantine (Constantineple), not centuri 
Tentpera cn vellurr: 4ă fels, 
12.5 X 167 (4 x 6% n.) 


COoNRITION: The manuscript has been trimmed 
and 15 missing, folic, 


PROVENANCE: Two Latin notes in an Italian 
hand suggest rhar the manuscript was 1 Italy in 
che tourreenrh ceruri; acquires bnr the Abbey at 
Saint-Germain-des-P'res in 1748 atu taken from chere 
ta the Biblihegque Manonale ari 1765. 


Ribliotheque Narionale de France, Paris, France 


(ls. suppl. gr. 247) 


The Paris Nikander contains To treatises in 
verse by the second-century-B.C. Greek poet 
Nikander of Colophon, the 7 eriaka and 
the Atextpharmaka, both of which contain 
information about the poisonous bites of 
snakes and other animals, along, with reme- 
ces and antidotes; fifty-tour illustrations 
accompany the text. Lhe manuscript can be 
dated to the tenth century en the basis of its 
script and the style ot the miniatures. Because 
its classicizing style and antique subject mat- 
ter can be related to other manuscripts pro- 
duced in the capital during this period, it 15 
generally assumed to be Constantinopolitan 
in origin. [he miruatures of the Paris Nikander 
derive in large part trom a model from the 
Late Antique or Early Christian peniod. 
Tertulhan, wnung in the third century, states 
that Nikander both wrote about and paint- 
ed scorpions, suggesting that an illustrated 
version Of the text was already circulating, br 
that time, Presumably, this early example 
would have contained simple depictions of 
snakes and other poisonous creatures anul the 
plants fra which remeches could le extracted. 
Most ot the illustrations m the Paris manu- 
script are of thus type, with depictions af 
animals or plants placed above, below, or 
within the text column. 

There arc also a number ot ulustrations 
with human figures, possibly addinons mare 
by the mecheval artist. Interestingly, the same 
striding; Hyrure appears în a number ot the 
scenes — perhaps because it Was easy (O repeat. 
There are also severa! full-page illustrations 
with figures set în landscapes. On folio 47 
three figures cn a grass groundline move 
toward the right wlule a snake floats above 
them. On folio qâr a shepherd with a staff 
walks through a trec-filled landscape. Since 
there 15 no text on either pf these tolhos [fohe 
47r contains another full-page image and 
folio 48* îs blank), ir is difficult ro derermine a 
specific meaning, It has been suggested that 
these folos were originally ar the frunt of the 
volume and) may relare ro the apening pas- 
sage of the text, “] will expound the forms at 
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160. Lhrec Figures and a lloating Snake, fol. 47; Shepherd, tal. 43r 


savage creatures and their deadlv infuries 
wkuch srute one untforescen, and the couri- 
tering remedy for the harm. And the toiling 
ploughman, the herdsman, and the wood- 
cutter, whenever in forest or at the piough 
one of them fastens irs deadly fang upon 
him, shall respect you for your learning in 
such means for averting sickness.” Research 
on thus small, richiy illustrated manuscript 
has not yet clarified the purpose tor which 
it was made. Did ir hold some practical value 
or special meaning tor a wealthy owner living 
In Constantinople? Was st meant to embell- 
1sh a country estate? Cr was it a collecror's 
item, indicațing an educated interest in the 
artic? 

Et 


1. face arul Scholl 13, p. 29. 


LITERATURE: Lenormâtit and De(chanat 1875, 
pp. b9—72, 124—27, pls, 15, 32, and 1876, pp. 34-36, 
87-89, pls. 11, 24, with color illus.;, Oment 1902, 
pls. LX -—LXXI1; (sea aud Scholfield 1953; Weuzmann. 
Studies, 1971, pp: 35-38, 141-423 Kadar 1978, PP. 37-31. 
pls. 1-rg. 


L+HIBITIOxS: Datis 1831, 0, 663; ho York 
I273, no. 226, Brussels Ta8z. no. Ma; Faris, Bzanee, 
[992 TI. 250. 


161. De materia medica, by 
Dioskorides 


Byzantine ((Comstantinopie), mid-rcth centuri 
Termperă can vellunu, ză fals. 
19.7 %X 20.2 CN AX IL IN.) 


CONDITION: Several gatherings arc missing at the 
beginning. 


PROvExAMNCE: [he manuscript must have been in 
(Constanuinople n the Eftecrmuh century, when some 
Gt its pictures were copiei bi he artist ni YVaucan Chus. 
BI. F. YU 159; in the possesston of an Arabic-speakung 
person, ha added a number ot mscriptions in Arabic 
as well as genitalia to some at the animals; Manuel 
Eugenicos. Lonsranunaple, 1478; Domerco Sesuru, 
about u&z2a; hiarchese C. Rinucciuni, Florence, 1820-49, 
as Cal, 60; the dealers Payne and Foss, London, 
i&+g-s7, Charles Phillipps, 187 to about 1860/6ș; 
vwrith T. Philippe, as Cod. 21975, from about 1860/5$ 
until estate sale in 1g2g. 


The Pierporit Morgan Lubrane, New York, NY. 
Mia) i 


Pedanius Dioskorides at Anazarhos was a 
Greek plwsician and pharmacologist writing, 
in the muddle of the first centurr A.D. În hus 
treatIse î)e mazerra medica ( Lhe Materials 
of Medicine) he discusses the preparation 
and medicinal usc ot substances derived 
from plants, minerals, and arurnals. A major 
resource on pharmacologr throughout the 





Middle Ages, the text was rearranged in 
alphabencal order about the thurd century A.D. 
ro facilitare is use. It w'as translated into 
many languages, including Latin, Syriac, anl 
Arabic, and paraphrased in Hebrew, there 
were also later vernacular translations. The 
extensive commentaries and schoha that 
accompany the text în some manuscripts — 
bringing it up to date and sometimes ques- 
tioning 1ts veracity— attest 10 Iti ONOLNB US, 
The popularity of Dioskorides coninued To 
be wdespread through the sixteenth century, 
when the medical faculties of many universi- 
ties included a lecturer on his work, 

It 15 not certain whether De materia ire- 
iza was illustrated from the very beginning, 
though the illustrations certalaly seem criti- 
cal ro its usefulness. The earliest illustrated 
copy îs the codex in Vienna (COsterreichische 
Nationalbibliothek, Cod, med, gr. 1), which 
was male in ș12 for Anicia Țuliana, a member 
ot the Byzantine imperial tamily. ''his luxuri- 
Gus manuscript contains nearly five hundred 
muniatures of vanous plants and animals, most 
ot them full page. Ar the beginning ot the 
manuscript are to group portrarts at famous 
physicians from antiquity, two portrauts of 
Dhoskorides, and a dedication portrait of Amcia 
Juhana, The numerous other important illus- 
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161. Processing Oul, îol. 225% 


trated copies of the treatise include a seventh- 
century manuscript in Naples (Biblioteca 
Nazionale, Suppl. gr. 28), a ninth-century 
example in Paris (Biblioth&que Nationale, 
gr. 2179), another tenth-century manuscript, 
in the Vatican (Biblioteca Apostolica Yaticana, 
gr. 254), anul several Islamic examples 
(cat. nos. 284, 289), 

Like many other Dioskorides manuscripts, 
Morgan Library M652 includes not only the 
De materia medica but also paraphrases ot 
Nikancler's Theriaka and Aflexipharmaka 
(see cat. no. 160) and Oppian's Fialieutika, a 
wurk on fishing. The Morgan Dioskorides 
includes more than 750 miniatures, many 
ot which seem to have bcen copied from 
the Vienna codex (or a manuscript closely 
related ro ît). Its miniatures are not full page 
but are placed within the rext column. 
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Their naturalistic style is in keeping with 
the tenth-century date generally assigned 
to the manuscript. 

The page shown here, in a section devored 
to the preparation of various kinds ot oils, 
gives instrucrions on how to whiten oil. 
The ilustration is inscribed EAALON 
AEYKACCIA (whitest oil). Sunlight, 
the most important element in the process, 
15 indicared by the disk in the center of the 
picture. Lhe reader is told ro pur the cil in a 
large-mouthed carthenware vessel and then 
TO place the vessel in the sun for eight days, 
Around noon each day it should be pourcd în 
a long stream from one jar inte another 
so that the rolling and beating action will 
change its character, The nude figure at the 
left is apparently engaged in this activity. 
The pot on the fre at the right must repre- 
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sent the next stage in the operation, in which 
tenugreek is crushed into heared water and 
poured, along vnth taedum pinus, into the oil. 
After another eight days the oil is stirred again, 
melilot and iris flowers are added, and then 
it 15 poured into a new vessel, which has been 
rinşed with wine. If at the end ot this oper- 
ation the oil still is not whitened, che instruc- 
tions ar€ to place it out in the sun until it is. 
Et 


LITERATURE: Lunther ig34;, Pedaaii Diosczendis 
Anazarbari, 1035; Weitemann 1945, pp. 15E.; Wiiternanul, 
Studies, 1971, pp. 25—34, 13348: Kădăr 1978: Riddle 
to; Riddle 1984; Euddle 1085, O7B, vol. 1, p. 632, 


ExHIBITIONS: Princetan 1973, na. 6: Mew York 
I1Ș79, NO. 181. 


162. Fhree Sheets from the 
Joshua Roll 





Byzantine ji anstantinople), ca. asc 

Ieimnpera and gold on vellum 

Sheer rc: şi x 78.5 cm [rzi4 x 30 in] 

Sheer 11: 31.5 x 76.3 cm [12% x şa in.) 

Sheer 12: 31.5 X 75 cm (12% x 2914 in.) 
PROYENANCE: In use by Creek speakers until the 
thirteenth century; about 1500 in the coliecrion of 
Leurmico Thomeo, Padua; recorded în the 1ş71 inventar 
at the library of Ulnch Fuguer, Augsburg; donared in 
t584 to the Palatine Library ot Elector Frederick 1%, 
Heidelberg; in 1&23 Miurmnilian of Bavaria demated the 
Palatine Library ro the Vatican Library, 

Biblioteca Apostolică Yancana, Vatican City 

(Yar, al, gr. qi 


The Joshua Rol! is composed of fifteen sheers 
Of parchmenzr, each between 30 ard 31.5 cm 
(11% and 12% in.) in height and 42 and 839.5 cm 
(164 and 33% în.) in lengih. Before their sepa- 
ration in 1goz the sheets were glued together 
to tormu a roll shghth; more than 10.5 m (35 fi.) 
in length. Truncared figures and missing text 
confirm the loss of sheets at both the begin- 
ring and the end of the roll. Just how many 
have been lost is a matter for conjecture, but 
it îs widely assumed that the roll never con- 
tained the entire Book ut Joshua.! As pre- 
served, it recounts cpisodes from the second 
through rhe renth chapter. The back, originally 
blank, now has entries in several rhirteenth- 
century hands. Sheets ş and 6 have excerpts 
from the writings of Dianysios ot Alexandria, 
Basil the Great, and Gregory of Nazianzos as 
well as schulia to the Old and Nes Testaments: 
at an unknown date George Kourtikes, who 
held the ecciesiastical post of reader, recorded 
notes pertatning to the building of a house 
on the back of sheet 13, 


. The Defear ot the Men of Ai, sheet ro 


- Joshua Condemning the King of Ai, sheet 11 


162. The Embassy of the Gibeonites, sheet 12 
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Exmbited arc shceers 10-12. On shect 10 
the story begins with Joshua listening, as God 
pronuses tu delier the city of Ai (Josh. 8:12) 
and then goes an to show Joshua leading 
the army, the battle for Ai, and the cite's 
destruenon by fire (Josh. 8:3—23). The story of 
Ar ends on sheet 11 with the kings capture, 
judement, and execution (Josh. 8:23-29) 
and Joshua grving thanks before the altar on 
Mount Ebal (Josh. 8:30-—31). At the end of 
sheet 11 two men are shown coming from the 
city ot Gibeon; on sheet 12 they arrive and 
speak with Joshua (osh. 9). Sheet 12 enls with 
the batele against the Amores, in which 
Joshua answers the îabeonites' request for 
aid (Josh. ro:1—11). 

A masterpiece ot Byzantine painting, the 
Joshua Roll is a complex, allusive work oi 
art, relauing in pictures a famous barle nar- 
râtive în a form that recalls works from Roman 
antigquity. By the Middle Ages books had 
repiaced rolls, although the later xere retancă 
for legal documents, special prayers used 10 
the liturgy, letters, and the Torah. In ancient 
scrolls lines of text were relatively short and 
ran parallel to the mam axas of the visual held. 
In medieval scrolls the line of text was per- 
pendicular te the axis, so that the reader's 
relationship to the field vas entirely altered. 
The maker of rhe Joshua Roll reinstrared 
ancierit pracuce, although he varied the length 
ot the lines in order to help the reader scan the 
visual field and to more legably drnde the work 
Into episodes. În addition to presenting, the 
biblical story in a form that had long fallen 
out of use, the maker devoted most af the roll 
to a frieze of figures reminiscent of stone 
scuipture, an effect he acmeved with nothing; 
morc than the inks commonly used by 
scribes— brown, black, blue, and vermilion — 
to whuch he added whute. The result recalls 
Roman tirumphai columns carved with battle 
narratives, a form of victory monument rep- 
resented in Constantinople by the columns of 
Theodosros 1 and Arkadios. 

The Joshua Rolls narrative has long been 
thought to represent a specialized kind of 
aliegory known as mpology, the relating ot 
stories from the Old Testament that are chought 
to foreshadow larer events, While Joshua's 
successful campaigns had been conducted 
long before in the area around Jerusalem, 
some event in Byzantine history must have 
rransformed the story ot Joshua inte a dianely 
inspired antecedent. Two hypotheses about 
the typological relationship have emerged. 
The first idenrifies Emperor Herakleios's 
capture ot Jerusalem in 630 as the occasion 
for making a roll on the Joshua therae; this 
hypothetical roll would rhen have been copied 


in the tenth century in a spirit of interest in the 
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imperial past. 'Lhe second hypothesis sees the 
Joshua Boll as a new creation of the tenth 
century. Following the crushing; Iosses inflicred 
by Muslim armies in the eighrh and ninrh 
centuries, the tenth-century Byzantincs took 
the offensive in an effort to recapture Syria, 
Palestine, and the holy city of Jerusalem. 
Late in his reign, Emperor John | Tzmuiskes 
(r. 969-76) brought the Byzantine army to 
within sight of Jerusalem. Yet difhiculties 
surround both views. Tarile 1s known of the 
pâmnţing styles popular during the regn of 
Herakleios, so the suggestiun that the source 
originatecd at that time seems little more than 
conjecture. Attribution to the time of Johu 
Tzimiskes, however, places the roll uncom- 
fortably late an the basis of style, which we 
know relatively well. What we can say with 
fair cerraintiy îs that the strong parallel xsirh 
the Paris Psalter (cat. no, 163) places the 
Joshua Roll, whether copy or fresh creation, 
n the middle ot the tenth century. 
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LITERATURE! H. Stevenson 1885, p. 270; Franchu 
di Cavaleri 1004; Weiremann 1948; Schapiro 1949, 
pp. 1&r-76 [reprinted wrirh addendum in Schapiro 
1079, pp. 43-66), elis 1050, pp. 2735-00; Mango 1969, 
p. 126; tanart and Peri 1979, p. 286; Kitzinger 1977, 
pp. î41-44, Anderson 1g82, p. 10i; Narkiss 1982, 
PR. 4qă=qr, Wazal 1984; Buonocare 1986, p. s00; 
Kristen IgEg, pp. 111-298, b.eresă 1991, pp. 104—5; 
Lowden, Ortazeuriis, 1992, PP. 03-19, 


EXHIBITIGNS: WVancan CDV 1974, 10. 1668; 
lieidelberg 1986, ne. C 11, 


163. "Lhe Paris Psalter 


Eyzannne (Constenunople', second half ot 1orh century 


Tempera and gold leat on vellum; 449 fols. 
7% 26.5 CET (qi x 10% Ur.) 


ÎNSCRIBED: Ar the top, MWYCHC (Mases); 
below left, above the seared man, OPOC CINA 
(Mount Sinai); below right, beside che standing 
Egure, MYPYCHC | Moazes) 


PROYENANCE: Acgquired by Jean Hurault af 


Eoistaillt, ambassador to Constantinaple (155759 
Louis XIII sat cu the Bibhorhegque Erompale, Paris, 
in 1622, 


Fibliathegque Matonale de France, Paris, France 
(Ms. gr. 139) 


This has become the most famous ulustrated 
codex in Byzantine art and is featured in 
almost all books on the subject. A luxurious 
imperial psalter, associatec with the emper- 
ar Constantine VII Porphyrogennetes 

(1. 945—59), Lt 15 unique among the seventy- 
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five lluminated Byzantine psalters extant. 
No other example combines its large size, hgh 
quality of script and text decaration, and 
magnificent full-page illustrations, fourteen in 
all. Seven are bound once atier the other as a 
self-contained set preceding the psalter text; 
these depict cvcuts of Davul's life in chrono- 
logical order. The remaining seven are con- 
nected with che text, The scene of David's 
repentance precedes Psalm șo (51), the most 
important ot the penitential psalms. The 
Other six ilustrations are each placed before 
an cxle or canticle, commonly found ar zhe 
end ot a Byzantine psalter. 

These minatures are famous for their 
apparent classicism în figural style, painting 
techmque, and coloration. Among che clas- 
sicizing features are personifications that have 
been incorporated in the compositions. In 
the scene Gt Moses receiving the tablets from 
God on Mount Sinai (fol. 422%), for example, 
which refers ta the Canticle of Moses in 
Deuteronomy, a senunude ligure seen from 
the back is scated on a rock in thc cfr fore- 
ground. Identified as Mount Sinai bv the 
uscriptioni, he holds a clead tree stup, which, 
rogerher with his nakedness, sigmifies rhe bar- 
ren wasteland ot the setting. In the upper-left 
comer Moses stretches upward to the hand ot 
God ro reach for rhe tablets. Ar the summit 
ot the mountain the Burning, Bush :s visible. 
Below, in the center, a group ot Israelires 
engaged in conversation awalts Moses” return. 
Lo the nght, on an almost separate plane, 
Moses 15 shown again, this time attentively 
listening ta God's instructions on how to 
huild the temple that wall house the Tabiets 
ot the Law. His îinger-to-chin gesture indi- 
cares that he 1s thinking, 

In aclditon to personifications of time and 
place that help the viewer to udentifi the event 
depicred, the psalrer illustrations contain per- 
sonifications representing, abstract concepts 
anl virtues such as clemency, penance, and 
wisdom, These figures are usually interpreted 
as the clearest sign of a revived interest in the 
anticue. For this reason the Paris Psalter as a 
whole has server as one ot the key documents 
supporting the notion of a Macedonian 
renaissance during the tenth century. The 
large full-page illustrations have also given 
risc to the theory of an “aristocratic” system 
of psalter ulumination in Byzantiuumn. It as 
thought otheranise incomprehensible that a 
repeitoire of pagan forms and subjects could 
have a place within a manuscript of Christiari 
liturgical or private devotion. 

David and the events of his life, however, 
were used in the Middle Ages in to primary 
ways: religious (David as a mype of Christ) and 
imperial or secular (David as the model for an 


163. Moses Receiving the Tablers of rhe Law, fol, qa2w 
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emperor or king). David's victory over Golath, 
for example, could be seen as an antetpe ot 
Christ's victory over Satan or as a reference 
to the cmperor's defeat ot an enemy. În the 
Paris Pşajter the secular sigmiicance of the 

personifications clearly outweighs the litur- 

gical and devotional aspect of the manuscript. 

The iilustrauons focus on presenting the 
image of the ideal ruler in the eyes of God 
and his people according ro contemporary, 
that 1ş, Lenth-century, notions ot imperial le- 
ology. In sequence they follow closely the 
structure of imperial exkozmia in praise of a 
ruler, and specificaliy of such tenth- century 
texts as the Vita Bastizi, an epkorzon ON the 
ufe of Basil ] (r. 8367-86), founder ot the 
Macedoman dynasty. 

The Pans Pşalter has become an important 
work in the msrory of Byzantinc art mainly 
because ot its splendid full-page illustrations 
anul its unusually <lassical-ivoking composi- 
nons, It can now be better understood as the 
exceptional work af art that it 15, not only 
because of its aesthenc value but also because 
of the innovative and sophisticared way in 
which it incorporated political ideas in tradi- 
tonal subject matter and Imager, 

he psalter was influenual in rs cr time 
and during; the centuries that foliowed. A 
number of :ts compositions introxluced new 
ways of ilustrating psalters and other manu- 
scripts in Byzantium, Lhe popularity of che 
Paris Psalter ulustranons was lasung. Ve know 
that as late as the thuirteenth century some of 
thern were still used as models for the creation 
ot luxury manuscripis. 1 K 


LITERATURE: Buchrhal 193%, pp. 33-39, fig. 1; 
Weitzmann 1939; Kalavrezou 1găz, PP. 30—sT; 
[H. Maguire rpEg. 





DEP e a d 


Ex BITIaxs: Paris gât, nt 69, Brussels Toăz, 
p. 57: Paris, Bozaiee, Iaz, Iu. 281. 


164, Bariaam and Ioasaph 


Brzantine (C-onstantirople;, ca. 10751125 
Tempera and gold on vellum: 13ş fols. 
17 X 23 CI (9 x Gif uri] 


LA NDITIGN: ic riariuscript 24 defectrre at che 
end; scarrered leaves are mussinig throughout; a later 
harul has obhrerated evil figures, 


The Holy Monastery ot Iveron, Mount Arhos, 
Crecce (Cd. 463) 


Bariaam and Ivasaph tells a fascinating, story 
ser in an cxoric land. Ar some ume during 
the early centuries of the Christian Church 
the pagan king of India, Abenner, undertakes 
to rid his kingdom of Christians. 1 Le isolates 
his only child, loasaph, to slueld the boy 
from Christianity and from all earthly con- 
cerns. Eventually loasaph is released, but he 
15 confronted by sickness ancl poverty. Respond- 
ing, to divine inspiration, Barlaam, a seventy- 
șear-old monk, travels from his native Egypr 
and, disguised in secular clothing, gains 
entrance to the palace and 1o the prince, 
converting, and baptizing him after a series 
ot conversations. Finally reconaled to his 
son's faith, Abenner divides ls kingdom 
inta two parts; that which he has allocared 
to hus son flourishes while his own falls into 
decline. Grasping the sipnilicance ot the dis- 
parity, the king, is converred ro Christianity, 
then dies. Ioasaph renounces the throne to 
join Barlaam in the miiderness, 





164. King Abenner at Court, and Monks Converting the Populace, tol. 4 
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We do not know who wrote Barinam and 
Toasapi. It was not John of Damascus, with 
whom it has often been associared since the 
Middle Apes. Evidence points to the text's 
creation în the carty ninth century in Palesanc, 
probably in the muleu of the Great Lavra ot 
Saint Sabas.' For Christian monks |hwing in 
Muslim Palestine the story would have. given 
shape to their hopes for the conversion of 
the caliph— following, as it does, a pattern 
known trom mecheval chromicles in which a 
non-Chrstian ruler converis and leads in the 
baprsm of his people. The story ot Barlaam 
anul loasaph, in which elements ot the life 
of the Buddha have been recognized, was 
immensely popular throughout the Middle 
Ages. Ar least 140 copies of the rext in Creek 
are known, and ot them 6 are extensively 
lustrated. 

The Iveron manuscript takes the form of 
strips of episodes, The miniature on fol. qv 
(1:5—7) introduces the main forces, whose 
clash gives the tale its structure, Ar the left 
the Indian king Abenner appears, ke a 
Byzantine emperor, in a court epiphany; he 
then reclines for a meal attended by servants. 
Ar the nght monks work to convert the king s 
people to Christianity. The scene ot a dispu- 
tauen bebween monks ani turbaned Indians 1s 
followed by one in which a monk places his 
hand on the head ot a seated man, as a com- 
pamon looks on. The muniature displays the 
lluminators considerable skills. The tall fig- 
ures are indiwidually characterized in strongly 
three-dimensional portraits. Seylistically sim- 
ilar works in the Bibliotheque Nationale, 
Paris (Suppl. gr. 1262), and the Biblioteca 
Apostolica Vaticana (gr. 1927) suggest a late- 
eleventh- or early-rwelfth-century date for the 
manuscript. The closest and most revealing 








parallel 15 a heavily illustratec trospe! book 


in the Biblioteca Laurenziana, Florence (Plut. 


VI,23).* The Florence and Iveron manuscripts 
share convenrions of author portraiture as 
well as extensive narrative cyeles, ln which 
the selection ot consecutive pictures empha- 
sizes dramatic action over dialogue. 

The popularity of Bariaam and Icasaph 
reflects a taste that led in the raelfth and thir- 
teenth centuries to a colorful and more obvi- 
ously secular literature. The rise of the so-callec 
romance was a broad European phenomenan; 
it 15 notable that an early-thirteenth-centur? 
Frenchman added a vernacular translation in 
the margins of the lveron maânuscnpr. 

[CĂ 


1. Kazhdan rș8$, pp. mnâ7-r2g. 
2. YVElMans 1971. 


LITERATURE: Limprus 1gcc, p. 14; Dicr urses- 
Sin 1936-37, pp. 23-25, 204, anl passiurn, pls. 1—XX1; 
Velmans 1971; Pelekarudis er al. 19%. pp. 306-22, 
gs. ş3—132; Kazhdan 1988, pp. năz-1209. 


185. Jewelry from a Thessalonian 
Hoard 


A. Pair of Bracelets or Wnst Cufis 
Eyzantine ț Thessalonike:), probably lare arh-—eunh 
century 

Gold and cloisonne enarriel 


H. 5.7 Cm (24 1n.), MAX. DIAM, 7.8 4 (3 In.) 


Museum ot Fzannine tulrure, Ihessalorike, (ereece 
[AF 2506, 2507) 


B. Par ot Farrings 

Byzanuine [Ihessalomke?), roth-1qth centure 

Gold and prarls 

MAX, IE 4 CM (IAN), MAX, VIDTII 3.2 Cr 04 Ul.) 


COMNDITLUN: A number af peurls are missing tron 
their gold pesta, particulari in the center ram pro- 
jecting from the lorăer hemisphere of each earring. 


Museum ot Pyzantine Culture, Thessaloruke, Lireece 
(AE 2504) 


The bracelets and earrings are part of a hoard 
of Byzantuine jewelry unearthed in Thessalonike 
in 1956 that also included an additional pair 
of gold earrings, a pendant cross, a stone 
amulet, and seventeenth-century gold coins. 


The postmedieval coins provide some indi- 
canon Of when thus treasure was buried, but 
the precase date and provenance of the medieval 
Jewelry, as well as the relanonship ot one 
object ta another, are impossble to confirm 
from the archacological record.” It is possible 
that these Muddle Byzantine bracelets and ear- 
rings were produced in Thessalonike, which 
during medieval times was an important eco- 
nomic and cultural center in the southeri 
Balkans. After Basil IDs conquest ut Bulgaria 
in the carlt clevenrh century the ciry gained 
even greater prominence.” 

The bracelets are formed frum two taper- 
ing spmmetrical halves joincd by pins mside 
gold hinges; similar bracelets can be seen 
warn by figures depicted in Middle Byzantine 
art (see, for example, the Virgin în cat. no, 112). 
On the exterior ot each half an inner border 
af gold filigrec work in a beaded design frames 
ten rectangular pancls inset with cloisonne€ 
enamels representing three alternating motits: 
a bird in profile, a cruciform rosette, and a 
floral design — the anthemion; a tripartite 
braided border serves as an outer trame tor each 
group of ten enamels, The technique of 
applying cloisonn€ enamel ta a solid green 
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ground, known as ze/fenscmelz, Was espe- 
call; popular among Byzantine artists dur- 
ing; the late nunth and tenth centuries.* A date 
in the late nunth or the tenth centuri 1s further 
suggested tor the present bracelet by a jewelry 
hoard excavated on Crere; these objects, dated 
tu the tenth century by the accompanying corn 
finds, included several pairs af carrings deco- 
rated with zehersc/ozelz enamelng, 

The earrings from Thessalunike have a 
semicircular body, framed at each end by a 
gold sphere, and a semicircular hoop, open 
at onc side. Circular carrings ot this tepe were 
popular trom the tenth to the tourteenth 
century.* The present pair would have been 
worn hooked over the entire car, the pinna, 
rather than suspended trom the earlobe.” 
Three rows of projecting, gold wires, once 
cntrely Threaded with pearis, decorare the 
convex underside of each carring, În view of 
the number of pearls chat remain, one can 
comneinghe make the case that these earrings 
are rare surviving, examples ot allover pearl 
decoration (see also cat. nos. 166, 2284,B). 

Cn stylistic and technical grounds, the 
braceleis and earrings serve as outstanding 
examples of secular goldsmithing and enam- 
elinz from the Middle Byzantine period, 
providing important evidence ai ihe ighest 
quality achieved în the production of objects 
for personal adornment. 

The bracelets m the Museum ol Byzantine 
Culture, Thessalonike, are the only surviving 
examples from the Muddle Byzantine era of 
bracelets decorated with enamel work. Other 
extant examples from this period are fash- 
oned exclusively from precrous metals (sec 
Cat. NOS. 174, 218). Gaiven the great expense 
of.gold and enamel, the Thessalonike bracelers 
most likely were owned by a wealthy —prob- 
ably female — member of the aristocracy.ă 
The brulliance ot the varving; shades of blue 
and green enameling, anul the pearls uscd to 
embellish the earrings attest to the richness 
ot color, matenal, and ornamental efiecrs of 
Byzantine luxury objects. 
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166, Pair of Earrings 

Przantinc, first halt ot oth centure 

Gold, clomornne enamel, arid pearls 

H. 4.7 CM ĂLA 1.) 

PaovinAxce: Burges cullectian: Franks collec- 


zicr; becjueariec to the Pritish Muse by Sar 
Augustus Wollaston Franks, IS97. 


The Trustecs at the British Muscum, ] andan, 
England (MLA.AF 33%) 


Experily described by Dand Bucktron, these 
hollowe, crescent-shaped carrings are decorat- 
ed on tront and back with enamel.! Ar the 
center oi the crescent's upper edge 1s a gold 
bead surmounted by a hollow disk composed 
ot rio enaumel medalhons (one earring, 15 miss- 
ing the back ol i1s disk). On the crescent's 
lower cdgae triangles of granulathon once 
alternated with pairs ot pearls on prajecting 
wires (only a tew pearls remain). Wire loops 
are soldered to the circumierences ot the disks 
and to the cdges ot the enamel plaques thar 
torm the body ot the earring, Originally every 
enamelecd section was framed by strings of 
pearls, which arc now mussimg, On both ends 
ot the earring's body is a large gold sphere, 
which holds rbe ends of the gold hoop that 
passed through the vwearer 's carlobe, 

The front of boch earrings is decorated 
with threc birds, each warh a tivig in its mouth 
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and an almond-sbaped wing. Thosc at the 
ends lace oubward, and the one in the center 
looks upward. On the disk above, a similar 
bird looks backward. On the back a central 
bird — siinilar to that un the front— îs ilanked 
by a scralling-vine morif; the disk above 
bears a doubie quatretoil rosette (îtus reverse 
dlsk îs missing from one earring). The enamel, 
which is now iridescent, has lost almost all 
ot its original color. Iraces inchicate that the 
backgrounds originally were translucent green 
and that the birds had opaque whute heads 
anl necks, translucent blue bodies, and opaque 
blue xxings. he heads and necks ot the birds 
on the disks were probably the same color 
as their bodies, according to Buckton, the 
„nas were probably opaque white. 

The presence of birds and rosettes has led 
Cninther Hasclott to argue that these carrings 
dare ro the suth or seventh century? However, 
rosette caskets and ceramic bowls vuth birds 
contirm that borh rhese motifs were cdually 
popular ui the Middle Byzantine period. The 
combinaton of birds and rosettes 15 seen Un 
a tenth-centurr earrng of similar form in 
the Historical Museum ot Crete, Irăklion.? 
Both birds and roscettes appear on a pair of 
enameled bracelets in the Museum of Byzantine 
Culture, Thessalomke (sec cat. no. 1654), 
whose green background is characreristic of 
rinth- ancl carly-tenth-cenrury enamel work.* 

This earcing form was originally placed în 
the tenth century by Heimut Schlunk,* and 
Buckton noted that examples ot this sort af 
enameling were part of the Preslav Treasure 
(cat. no, 22848), which included fifteen siheer 
coins from the reigns of Constantine VII 
Porphyrogennetas (945-359) and Romanos II 
(959-63). Thus, both form and enameling 
technique place these camngs well within the 
confines of renth-century Byzantine jewel.“ 
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167. Pair of Farrings with Busts of the 
Virgin and Emperor John I Tzimiskes 


Eszantine (£ anstantinopike? ), gâg  76 

Gold, granulatioa, gemstanes. anul chorsorne enamel 
47% 3.8 Cm (i fu) 

INSCRIBED: Lemet border: on the ictt carring, KE 
RUOHOH (ard, save); an the npht earring, LU) 
AECIIOTH (John, Despor). Within busts: on the left 
carring, AIP /20%Y (Mother ot Gel); on the mghi ear- 
ring, IWI;AN (John) 

COoNDITIUWN: The central gem 1 missing trom the 
let carni, the central ger and HOGp are Ls, 
iron the right, 

PROYENANCL: Aceuireil in upz brom the colectia 
at AL, Rosenberg, 

Staatliche Muscen zu Berlin, Muscurn fir Spătanrike 
urii Bazantinische Euirist, Berhn. Gerriatr 

(9596, 9i97) 


As rare examples ot datable Byzantine jewel- 


ry, thesc carrings ot half-moon design estab- 
lish a chronological reference for other carrings 
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of similar design. While figurai decoranon, 
such as images of saints, is not uncommon 
on Byzanttne earrings, this pair îs unusual 
for its depiction of an emperor, ldennfication 
vth the ecmperor John 1 Izimniskes (r. 9569-76) 
15 strongly supported by the inscriptions and 
by the pairing; of the emperor with che 
Theotokos (God-Rearer), which also occurs 
in the emperor'5 legends and coin types.! 

Coins were clearli models for thus pair of 
earrings, the Virgin medalion being compa- 
rable to a coin's obverse and the imperial 
medalhon to its reverse. Such an association 
between jewrelry and coinage dates trom the 
Roman and Early Byzantine pertods, when 
coins thernselves werc incorporated into 
earrings and other jewelry.” The consistent 
purity of the gold found in both connage and 
art objects ot the Middle Byzantine period, 
coupled swith rhe iconography of this pair, 
suggests a close link between goldsmuthing 
for private alornment and die engraving tor 
the minting ot coins, Considering the Early 
Byzantine emperors practice af giving jew- 
elry as pifts to members of the court,? the 
Bceln carrings, with their ofhcral images 
an insenptiens, may have been a gitt from 
Juli ] ta a member ot hzs familv or court, 
serving as a reward for allepiance. 
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168. Pair of Basket Earrings 


Byzantine, 1oth=i th centuri 
(old 


2.090 2.2 UT (fn A a 11) 


The Metropolitan Muse ct Arc, Nea Vork, NY. 
Fogers Fund, 1g7e j1970.70.1,2) 


Earrings such as the present pair — usually 
called basket earrings — were extremely pop- 
ular throughout the castern Mecdhterrancan 
from the third century 8... ro the tweltrh 
century A.D. They usually consist ot three or 
five hemispheres soldered together to make 
a globular furm rhar îs open at the top and has a 
loop for suspension, (Only the fie-sphere tipe 
was made în the Middle Byzantine period.) 

Each ot the present carrings consists at 
five hemispheres made ot gold sheet and sol- 
dered to an inner cyhnder, These elements are 
elaborately decorated with pertoranons, bosses, 
granulation, ans twisted wire, reflecting, the 
Middle Byzantine predilecton for elaborate 
șurtace detail. A wide, flat ring around the 
upen top îs fittec wath hinges anul an car wire. 

This pair îs closesr to one în the Benaki 
Museum, Athens, which îs dated to rhe sixth 
century. Like most early examples, these 
earrings have an inner cylinder. More typl- 
calls, Middle Byzanuine examples consist af 
ciisted wire and granulation with no inner 
<ylinder.” The Metropoliran”'s carings arc alsc 
close to a pair in the Virginia Muscum ot 
line Ars, Richmond (sec cat. no. 169), which 
are made around an inner cylinder but are 
dated to the tenth or eleventh centure because ol 
rheir granulation and fligrec, features that 
became widespread during, those years. 
Marilyn Jenkins points out that carrings like 
the Merropolran pair enţoyed a vogue from 
Egypt to lran and should perhaps be consid- 
cred exempiary oi an international style.* 

KRB 


1. Segall 1938, no. 235. 

2. Îl. BO5s 1905, Mt. Ia. 

„ Kondoleon, in tionosereă and Korulelecan ag, 
Nu. 29. p- 94. 

+. enkans anul Kane 183, p. 70, 


“pi 


LITERATURE: Eni tt; Segal rază, A. Bec ras, 
Țenkinas and Eeeie 183, p. 70, no, 386; Korndaleaa, 
ui Caenuasiiă aul Eorutoleon rog, no. 20. 
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169. Basket Farring 


zanrine, roth-rith centaur 

Gold 

E, 2.8 Cm (Te ir.] 

CONDILLON: One henusphere decorating a sick 
panel appears to be a replacernent (perhaps Pryzantine). 
PROVENANCE: De Clercq-de Boispelin collection, 
Paris. 


Virginia Muscum of Finc Arts, Richmond, Ya. 
Purchase, The Adalph D. and Wilkins C. Willarns 
Fraud (67.52.16) 


The body of this single carring consists of a 
hollow gold cube, The ear wire 15 attached 
at each end to a flat top panel decorated with 
a granule surrounded by openaork circles. 
Wire loops form 2 border around each of the 
panels an the earring;s six sides. At tie cen- 
ter of each ot its five remaining, square sides 
is a hemisphere af gold filigree openwork; the 
hemispheres are formed, in turn, Of clusters 
of coiled wire boridered by delicare beading. 
Four proțecting triangles of gold filipree 
entrame Lhe central hemisphere. The granu- 
lation technique and the filirree work suggest 
that the earring dates to the tenth or eleventh 
century, when these methods ol decoration 
were widely employed.? 

The origin at the basket shape has been 
the subject ol recent scholarl debate. Sumuilar 
examples have been dared to as early as the 
third centurt B.C.? The simultaneous devel- 
apment of this n;pe has also been associated 
wth eleventh-century Fauimid goldsmuths 
work (cat. nos. 274, 2758). Judging trom 
che number and quality of surviving; related 
examples,* the basket shape appears to have 
enjoyed considerable popularity as a form 
for objects ot personal adornment during 
che Middle Byzanrine period, boch within 
che empire and in the Islamic East. Scholars 
have thus expressed varying opinIons as to 
whether such earrings were originally pro- 
duced in Byzantine or in Islamic w'orkshops. 

STB 


1. See Komdoleon, in Gonosovă and Kondeleor 


1994 n6. 29, p. 94. 
2. Thea. 
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3. See the classical example cited în car. na. 168. For 
an example artributed ra the sixrh century in the 
Virginia Museum of Fine Arts (67.52.13), see 
Cranasovă and Kondoleon 1904, na. 22, p. 83. 

4. See in adămion the Bodrum carrings, mennoned 
IN Cât. 10, 294 1 2, as well as examples in the 
Stathatos collecnen, Athens, ar Dumbartori (daks, 
Washingron, D.(., and in rhe Staatliche Eunsr- 
sammlungen, kassel — all cuted br Xondolean, in 
izoncsovă and kondolcan 1994. Do 23, p. 94. 
Sec in particular the Kancllopoulos carrings 
dared ro the Earl; Byzanrine periei but assciaterd 
path che Yurginia earring, in the Kanellopoulas 
Museum. Arhens, Has, 13șa,b. Arhens 1994, 10. 38, 
pp. 2906-07. 


LITERATURE: Rider 1911, p. 296%, 10. 1625, pl. 3 
hi. Ross 1968, fig. 45; Athens 1994, no. 38; (xonosovă 
and kondolcon 1934, 0. 29. 


170. Temple Pendant and Stick 


Eyzantine (Constantinople), lare 11rh-tirsr halt af 


12ch cenure 

Cold and cloisonne cnamel 

Tendant: H. 4-9 cm (14 in.) vuth loop, 2-3 cm 410.) 
cuchudirg lexorp, Pe. 2.4 cn (1 1.0, De 12 Cm In.) 
Stick: H. si cr [2 ind 

CoNDITIGH: There is evidenee ot ear fran 
usage as wcll as scattered, minute pitting of the 
enamel on both ohţecrs resulung from burial; 
much of the enamel is missing from the stick, 
DROYENAXCE: Purchascd trarm Robert Haber in 
LE. 

The Metropolitan Museun af Art, New York, NE. 
Rogers Fund, 1990 (1930.235a,b) 


The pendant, a hollow, crescent-shaped gold 
receptacle, has an opening and a suspensioni 
loop at the top. The convex sules are covered 
wizh exquisitely worked cloisonn€ enamels 
containing, colorful patterns of florets, inter- 
locked palmertes, variegated borders, and a 
medallon with a beardless male head that 
may represent an angel or possibly Saint John 
the Theologian. The accompanțing thin, 
tapering stick 15 embellished with a pattern 
af crosses in cloisonne enamel. 

he meticulous craftsmanship and minute 
scale of the enamelng on both objects, as 
well as their indridual motiis, all chem with 
a group of enameled orks that may be the 
luxury products of a ighly specialized work- 
shop active in Constantinople during the 
late eleventh century and the first half ot the 
tweltth, These objects include a pear-shaped 
pendant from a Jores (cat, no, 146), a hexap- 
onal tip ot a seepter formerly in the Adolphe 
Staclet collection (cat. no. 175), a four-sided 
tip ofa scepter in Princeton, and convex 
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lunate plagues mounted on a later reliquary 
cross at the Monastery of Vyssi Brod (sce 
ilus. on p. +41). The enamel inserts in a sev- 
enteenth-century reliquary cross in Torcelka* 
are new addition to thus group ot pnmanily 
secular enamels. To the group also should be 
added the enamels on works clearly made 
for religious use: a relquary cross ini Mantua” 
and the mounts of a small rehquary for the 
Holy Blood în the Ireasury of San Marco, 
Venice.* Some of the same mori recur in 
Western enamels, attesting to the influence 
af Byzantium, including those an a fingcr 
ring, from the “(aisela” Treasure, formerly 
thought to be Byzantine but now regarded as 
Orronian (cat. no. 341c2), and on a reliquary 
cross from the second halt ot the eleventh 
century in the Treasury of Cologme Cathedral.” 
The purpose of he pendant îs clarificd 
by the presence ot its vessel-like cavity, 
which relares it to the Kievan Rus gold and 
cloisoane-enamel pendants from the eleventh 
and rwelfth centuries (sec cat. nos. 2124-C, 
E—G, 214), Several ot these objects, referred to 
since the mneteenth century by the Ukrauman 
ethnographic misnormer koity,5 are thought to 
have been worn in paurs by both men and 
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170. Back 


women near the cheeks or temples, suspendeci 
from caps, headbauds, the hair, or from the 
flaps of a hcaddress.” They probably contained 
bits of cloth soaked in aromatic oul. This 
tepe ot ornament, as well as the ciorsonne- 
enarnel technicue, may have originared with 
Byzantne crattsmen in or from Constantinople, 
and our pendant s the first physical evidence to 
support this theory. The enameled gold 
stick most likely was an aid for inserting, the 
clozh into the narrow cavity of rhe pendant. 

The wearing ot aromatic cheek or temple 
pendants may well have been a regular prac- 
zice for highly placed indimduals at the 
Byzantine court,'” Unfortunately, the liștle 
pictorial evidence available shoring, their use 
15 ambiguous. A Byzannne silk rapestry in The 
Treasury ot Bamberg Cathedral depicts a per- 
sonification oftering a tonpba, or ceremonial 
helmuet, to a rriumphant emperor (Basil 112). 
This figure wears a crom, and her long golden 
hair covers her ears. In front of her hair is an 
open disk, or possibliy a closed lunerte orna- 
ment, from hich three paurs ot pearls are 
suspended. The clearest pictorial evudence 15 
Western and may be seen on the underplate 
ot the Otronian portable altar from Warterbach 
(cat, No, 298). 

The temple pendant 15 a prestigious object 
because of its extreme refinement and siyle. 
As such, 1t was undoubtedly an element of 
court costume and may even have been part 
ot unpenal regala. By its very torm and opu- 
lence it may represent a source cf influence of 
Byzannne luxuuy products abroad, as in Kievan 
Rus and Ottonian Germany.!? 

WDw 


1. Salles and Lion-tsoldschunidit 196, pp. 1660-69, 
color illus.; M. Ross 1965, p. 103; Wixoni 1995, 
p. Bâr, fig. &. 

2. ETZOTn 1995, P. GI n. 21. 

3. Wessel 1367, p. 164, no. so, illus.; Wixom 1995, 
p. &â. 

4. Ihese enamels were broughir mo rr arreritiară Ep 
Irina Ardrecscu-lreadga d, 

$. Diuthier 1p83, na, a, 

6. Tăsoro € il Muto, 1971, pp. EO—BI, Tai, 172, 
pls. CLIX-CLXXII, 

7. Cologne 1935, vol. 3, no, H-38 illus, 

5. Cireaz Soviet Enevelopeaia, 197381, Vul, 12. p. 593, 
Cerifhin 1003; Wixom 1995, p. 6âc. 

9. Kondakoi, Histoire, l892, p. 324; Bock 1896, 
p. 4; Dalton, “Bizantine Enamels” 912, p. 6s; 
Brown re$o, p. 8; Wixom 1995, p. &6a. 

10. These pendants may have been visual similar 
to the suspenileid pearl and stones ct imperial 
diacems, According to Anna Komnene, The 
inperial dhaderm, decked all over vuh pearis and 
Stones, some errusted, scie peruan, "ras shaped 
like a half-sphere, fitting the head closel: on 
cither sade of the temples clusters of pearls and 
precious stanes hung down, light touching 
the cheeks” (Comnena p. 1). For te use arid 
ownership at Byzanrine enamels, see Herherningron 
1988. WIxom 1995, p. 662. 


1. A. Grabar 1956, pp. 7-26, fig. 1; Beckwith 1yâr, 
Ep. gă- 100, îng. 124, Wixam 1995, p. 6âz. 
12, ÎYE3TI 1495, p. biz. 


LITERATURE: Danidrulge 1990; Deppert-Lippitz 

Ly0. pp. 56-57. no. 11 (color illus.); Lokumaru 1990; 
Vxorn, 1 Recezt Acguisztions, IŞ9L pe. 15 (cobor Ilius,); 
Gritin 1993, p. 20; Vreo 1995. pp. 6549-62, ligs, 1,2. 





171. Crescent-Shaped Farring 


Ezancirie (fomstaniinople?), nth-zh century 
Lrold 
2,8 1.09 Cr (ne X a 1.) 


Lomnrriăm: Le earring is shghely dented; rhe 
loop 15 modern. 


PEOVENANCE: Said ta have been lourul în 
Constantine. 


Dumbarton Oaks, Washington, D.C. 453.12.26) 


This crescent-shaped carring 15 composed ot 
two convex sheets ot gold soldered together, 
A tim ot gold granules extends along, the 
soldered edge, and smgle granules, as well 
a5 groups consisting of chree to seven, adora 
the bexly of the earring, Hinges at the wo 
peaks ot the crescent supported the original 
suspenstoni loop, whuch has been replaced 
with a modern one. 

The origin of crescent-shaped earrings may 
be traced back to the mid-second nullennuum 
B.C. in both Eastern and Western cilizatioins. 
Such earrings incorporating some form ot 
granulation in their decoraton were common 
in the ancient Greek world and continued to 
be produced through the Roman period 
and into the Byzantine era. In the medieval 
period the conex crescent-shaped earring 
forza, often decorated with granulanon, ihgree, 
or enamel, appears to have been widespread 
not only in Byzantium (see cat. no. 170) but 
aisc in lands that maintained a cultural dia- 
logue with the Byzantine Empire. Sirmular 


Fatimid earrings survive that may have been 
made in Syria, a meeting, ground for Byzantune 
and Islamic cultures.! 

Byzantine crescent-shaped earrings served 
as prototypes for the temple pendants pro- 
duced in Kievan Rus (cat. NOS. 212, 214), a 
state that developed intumate ecclesiastacal 
ancl cultural ties with Byzantium. Although 
most extant crescent-shaped gold temple pen- 
clants are embellished wnth enameled designs, 
stone molds tor such pendants, with decora- 
tion imitating granulation, as well as lead 
examples cast from such molkis survive.” 

The crescent-shaped granulated carring 
from Dumbarton Oaks, seen in conjunctiani 
with Fatimid and Kievan Rus works, docu- 
ments the esreem tor hus form in Byzantuum, 
Islam, and Eastern Europe during the Middle 
Byzantine period, OZD 


1. Lester rpă7, pp. 26-27. 
2. See Pasternak 1961, p. 570; Scidlona 178, 
pp. 14 sp; Rukhinet al. roăs, pp. 289-090. 


LITERATURE; M. Ross if, p. x, Lester 1987, 
pp. 21-29; Mărului 39503, p. 8, n. 24, 


172. Signet Ring of John, Imperial 
Spatharios 


Eyzanrine, Gh cenrune 

Gold and niello 

DIAM, ZE lit) 

INSCRIBED: + K[YPIȚE bo[ | /8[EI] To 
A[oralua]” 10| ANNH] /B| AcIaLKo] 
cn[a]elAPe]ilw] .. 2 (Lord, help [your] senranr 
John, imperial spatharias .. .] 


CONDITIA: There 1s some |oss ot nielle cor the 
haap, 


The Metrapoluan Wluseum ot Ar, Nei York, MY. 
Gikt of Gruy anul Yalerie Tempest hicgargce, 102 
12.230) 


The rings oval bezel with small projections 
at the top and bottom îs practical identical 
in design co that on a gold-and-niello ring of 
the ninth to the tenth century în the collectian 
of the Cabinet des Medailles, Bibliothăgue 
Nationale, Paris. each bearing a retrograde 
Greek inscription beginning with an nvoca- 
ton imploring the Lond's help, followed by 
the owner's name and title(s). The hoop, 
like many on gold and silver rings ot the 
Middle Byzantine period, is decorated with 
a stylized vine scroll.* The ring can be reason- 
ably dated to ihe tenth century from the 
manner in which the engraver has set the 
abbreviation marks. One notes at the erud ot 
the first line the mark of abbreviation haş 
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been placed in the middle of the line, mich 
15 the standard position for abbreviation 
marks on related tenth-century media în 
metal, namelș Byzantinc |cad seals and 
coins.* Wlule the date ofters no problem, the 
meaning of the inscriptien 15 anuther matter, 
as only the first half can be readily understood. 
Thus portion may be translated as follows: 
“Lord, help [our] servant John, imperial 
spatharios. 

The retrograde inscnpuen sugpests that the 
object may have been used as a signet ring, 
though the mello on the face of rhe bezel is fair- 
Ie intact, perhaps an inclicatiori that the inscrip- 
ton sunply umitates those on objects usect for 
scahng in ax, such as silver and bronze signet 
nugs and bronze cone seals.* 

IN 


1. See J.-C. Cheyuet in Paris, Byte, 1002, NO, 221, 
For further comparand, see, for example, Davidson 
Taşz, no. TES (becnze); 4. Foss Tosa, pp. 1869-71. 
M. Ross 1965, Na5. 0, 176, 124 (bronze); Chacdour 
aril [oppien 198, no. Tăa. 

z. Far close parallels, see Ricci rgrz, nos. 837, âfz, 
aul Paris, Byzanre, LGg2, AO, 22£, 

3. Forexamples au COLI, See (zrlersar 1073, Pl. XXXVI, 
n. 16.1ft. Eegarding abbreviations oră lead seal, 
see Oikonormides 1986, p. 155, The engraver has 
also attached abbreviarion marks co letters, as un 
the case of the initial txcta on line 3. Such a place- 
MENt 35 remuiruscent ci insenpiians on metal ct 
the much to rhe early reruh cenrure; see, for exam- 
ple, the coin at Emperor Alexander (1. pr2—r3) in 
Cirerseri LT, Pl. XXX, Dn. 3. 

4. Conccriing cone seals, sce Y1kan ard MNesbirt 
1980, pp. 20—23, 


LITERATURE: Rucci 1g1z; Davidson 1aş2; WM. Ross 
1954, Bp. 59-71, M. Pissis 1065, SUTIereon 1966-73; 
“kan ani Mesbir 1986; Chadour and Joppien 198; 
(hkonomiudes ro8ă. Paris, Byzance, 1ygz2, 





173. Ring ot Leontios, Patrikias and 
Count ot the God-Guarded 
Imperial Opsikion 

Byzantine, ca, ggi— ac 


Crold and nielle 
DIAM. 2.25 CN (7 0.) 


ÎNSCRIBED: KEBA/AEONTI/ INA TPIKIDC/ 
KUOMMITIL: TOT ALO AA ZKTOY BACI AIDEI 
Oki [lad, help Leonuos, parrietor and cout 
at the God-guarded Opsikion [i,<-. northiesterni 
Turke |) 


CONDITICN: The niello on the hoop shows signs 
at wear, 


PROYERANGE: În the possessian af the antiquities 
dealer Feuardent, Paris, in 1924. 


The 4lctropolitan Muscum ot Art, New ork, NY. 
Rogers Fund, and Rogers Fund br exchange, 1982 
1082.252) 


AL 30 g (1.1 oz.) this masswe gold ring îs expui” - 
alent in weight to six and one-half Byzantine 
sit; (gold coins of full weight), a sum equal 
in 987 to the asking price for a pair of buftale 
cows.! For adornment of the finpers, the aris- 
tocracy of the ninth and tenth centuries tvpi- 
cally favored heawy gold or silver rings having 
heze]s decorated with mello-fiuled inscnpnons 
that often, as in the present instance, com- 
mence with an umocation anul continue with 
stupulation of the owner's name and ritle(s).? 
The ring has to unusual features. The first 
15 the selection of an acanthus scroll to orna- 
ment the hoop,* and the second pertains to 
the mululobed design ot the bezel. A close 
parallel îi found on a tnassive gold ring in the 
sullectun of the Walters Art Gallery, Baltimore, 
which has a high bezel supported by taro 
leopards whose edges are indented In very 
much the same manner as those on the 
Metropoltan's ring.* "The Walters Art Caallery 
ring, however, dates from the fourth century. 
Could ui be that Leontias possessed an anticgue 
ring Of this style, broughr îi to a goldsmirh, 
aul commissioned him ro fashion another 
ring ol the same design: 
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The date ot che Metropolitan'5 ring îs a 
matter of some delicacy. John Haldan is 
inclined to date 1t to the 68os and to idennfy 
the owner as Emperor L.eontios (1. 695-938). 
One epigraphuc aspect supports thus early date. 
The engraver has emploved in lines 1 and 6 a 
double-loap beta, the type in use before the 
introduction un &so of a beta în the furm of 
a Latin R. Adnen Blanche, on the other hand, 
has assigned the ring to the tenth century on 
the basis of its elegance. This estimate i$ 
probably more accurate, judging from the 
way the last line of the inscription has been 
set: the last syllable of the final word is set on 
its own hne between two bars. The practice 
of ending an inscriphien in this manntr first 
appears among Byzantine leac seals (a relar- 
ed genre) only about the year 1000, and for 
this reason the ring is dated here 1o the peri- 
od from approximately 990 To 1030.% It is 
hteresting, to note that the niello on the face 
15 practically pristine while that on the hoop 
13 well xorn. One mughr hazard a guess that 
Leantics Was a lidget person and was in 
the habit of playing with his ring. 

ÎN 


1. serogiorsky 142, p. 331. The Merropuolitari 
Museum ring was Hrs published in Blanche 
IŞ24; the weight 15 green on p. 173. 

2. Sec, tor example, the gold-and-niello ring, ot 
“Maria pabrkia” | Dumbartun Oaks: M. Ross 1965, 
no, 210; dated ninth centure but probably îench 
or tarly eleventh century), a gald-and-nicllo ring 
ot “Michael imperial messenger” (Walters Art 
Gallery: M. Boss 1954, pp. I&g-z1: rinth centuri); 
and a gilt-silver-and-mello ring ot “Theodore 
imperial spatbarios and member of the ferarreia” 
(Bibliothtquc Nationale, Cabinet des Medailles: 
|.-C. Chenet in Paris, Byzance, 1992, NO. 221; 
ninth te tenth century). 

3, By contrast, all the rings cied aborce feature a hoop 
embellished on each shoulder marh an mocativie 
monogram above and a rinceau, a vine ar stylizecd 
tohage, below: M. Boss (1954, pp. 17071) has pub- 
lishedd a heawr silrer-and-mello ring of che ninth 
century withour the monogram decoration en the 
haap. The sole ornament îs a leaf scroll, the verti- 
calit; and sparseness of which differ marked from 
the swirhng acanthus foliage that covers, with its 
raggcd «dges, the whalc hoop ot Leontioa's ring. 

4. The YYalters Art Gallery rime has Tarent TOM, 

3. See no. 4234 in Balrumore 1973. | auish to thank 
[ar Martin Denncrt for this reference. 

6. Haldon 1984, p. 349, no. ş. 

For Blinchet citation, ste note 1. 


=] 


8. For comparison, see the seul of Patnarch Sergio II 
[roci—T0i publisher in Cukonomudes 986, no. 74. 
If îhe ring were teo date from (he amddle ar later 
decades at the eleventh centuri, one might teason- 
able cxpecr Leonries to hawe adentifiea hurruseli bre 
tine zitle srzategos, For further consiăeration at thus 
ISSUE, SEC îchevnet EL al. T9Ş1, NO. 191, 


LirERaAruBE: Bianchar 1o24, pp. 1723-76; Haldon 
1984, p- 359. NO. ş. 


174. Bracelet 


Eyzantine (Constartiruphe:), 1th cerul 
Lacu anul ruellea 
Wii Cu ui, DIAM. 2 cr (204 n.) 


Kancllapoulos Museum, Arhens, Careece (11.14) 


This bracelet consists of two semicircular 
sections of sheet gold whose edges are cunied 
toward the center, connected by means ot 
cutter pins. Each section is ornarnented with 
a broad band containing five roundels show- 
ing Lions, eniftins, and birds n reliet. The bands 
are tramed by a border of entwined vine ten- 
druls inlad vuth miello, which ammates and 
enlivens the gold surface. Along the vertical 
edge ot each section are tour raised schematic 
Icaves vath sramped-dot ornamentanion. 

An earl instance ot this decorative mont— 
with ruundels of vine tendrils enclosinz anirnals 
or birds—s seen on a gold bracelet in the 
Bnush Museur that may have onginated in 
Syria and dates from the Early Byzantine 
period, 

The Kanelopoulos Museum bracelet 1s a 
superb example af the Byzantine goldsnuth 's 
art and displays similarities to other well- 
known bracelers from the Muddle Byzantine 
period. While a border ot floral rinceaux 
also appears on răo silver bracelers in the 


Benaki Museum, Athens, whuch dare from 
the eleventh century,” le present bracelet is 
worked with a more confident hand and its 
patterns arc less schematically represented. 

There is a striking resemblance bemeen 
che Kancellopoulos Museum bracelet and a 
silver braceler at Dumbarron Oaks.? which 
probably originated in Constantinople and 
dates from the eleventh century. It could be 
hypothesized, despite the difference in metals, 
that the two bracelets were made in the same 
workshop, it not, indeed, by the same artist, 
Although in Byzantium jewelre worn by 
ardinarp people was made ot silver, 1t as in 
DO Way inferior in terms of beauty and artis- 
tic value to the gold ornaments made lor the 
wealthy and the wellborn. The gold bracelet 
and its silver counterpart in Washington arc 
equally finc ornaments, made to adorn the 
arms Of Byzantine ladies. 

N $ 


1. Dalton 1901, n. 273. 
2. Athens 1găâ, NO. gg, 200. 
3. M. Bass 1065, mu. DĂ, 


LITERATURE: Dalton razi: N. Ross ros, no. 105; 
Athens 1945, n 198, PR. 155, 159; Athens 10qq, Na. 149, 
p. 303. 
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173. Tip ota Scepter 


[irzanzune (Consrantinopley, late uth-ticsz halt ot 
rzrh centure 

Oold and cloiseune enamel 

H. 2.5 CIT ÎTI) 

PaOvENAKCE: Adolphe Srocler, Brussels, 


Private collecriori, Swereerlauul 


The sides uf this hexagonal finial are deco- 
rated swith geometric and pseudofoliate 
omamentation rendered on a minute scale 
Un a way char is reminiscent ot the derails in 
certain borders and headpicces af contem- 
porary Byzantine mManuscripts (5ee cat, N0s. 
53B, 60).! The mericulous care evudlent in the 
enamel work, as well as some ot the particular 
motifs, also recalls a sraall group of enamels 
probably produced n a Constantinopolitan 
workshop active over several gencrations 
beginning in the second half of the eleventh 
century; two other key examples are melud- 
ed here (cat. nos. 146, 170). The tuncuon of 
the present object îs unclear, although it has 
always been udentified as a scepter tip in the 
lterature. However, a similar example in 
Princeton has been called both a “final orna- 
ment” and “possible the . .. tip ot a liturgi- 
cal reading pomter.” * AD W 


1. See also rhe headpiece for Luke in a tuospel book 
(Byzantine, tlurd gquarțer of the eleventh cent) it 
the 1 leveland Museum of Art (42.152), 10 Princeton 
1923, pp. 82-83, no. 12, illus, pi. Ra (fig, 20). 

2. Fran che registrars cataloguc-caril desen pricon, tie 
Art Wluseurii, Prurcstori Urirersite [Ioât-â). Tue 
heighr is 2.8 cent (17% in.) and the dliarerer 1. cn 
(4 im), 


LITERATURE: Sales ani Lion tacihilschmnăt lose. 
pp. râti-âg, illus. (color); BĂ. Ross râs, pi. 103; 
Wlxom 1995, pi 661, big. 6. 
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176. Incense Burner in the Shape of 
a Domed Building 


Fyeantine, 12th centuri 
Silver, partialhy pilded 
36 X 30 Cm (Ia XI Ain] 


INSCRIBED: Next to the heads of rhe scanding 
figures on the double door, on the left, ANAPLAA 
(Courage), on the nghr. H EPONECIC (Inrelligerce) 


Trocuratoria di San Wlarta, YVermee, Italy 
i Hahnloscr 109) 


This container in the shape of a miniatrure 
building is a splendid example of Byzantine 
metalwork and a rare specimen ut a tepe of 
buulding — the garden kiosk or sunilar struc- 
ture — known mostly through textual evl- 
dence, Since at least 12823 the container was 
used ta house the important relic of the Holy 
Bioad, which had been sent to Yermce by the 
doge Ennco Dandolo from Constantinople in 
1204, and thus it often has been categorized 
as a reliquary in the form of a miniature 
church. Although domed and reminiscent 
of reliquaries shaped like a church or more 
specifically lhke the tomb of Christ, as in a 
relquary în Aachen (cat. no. 300), the piece 
does not in fact represent a church (crosses 
on its roofs are not original). It 1s a central- 
ized structure bascd an a square plan with 
tour projecting apses, each covered by a dame, 
alternating, with tour tnangular projections, 
cach covered by a pyramidal roof. The cen- 
tral square is topped bv a larger dormne that 
rises above the other roof. The building îs 
supported by a lowr Dase. 

The upper parts ot the walls, the pyrami- 
dal roofs, and the domes are decorated 
with openwork designs consisting of foliage 
rounilels, flowers, and palmettes, Narrow 
bands of scrollhork and rosertes in low relief 
civice rhe walls of the building into to parts. 
The repousse panels of the lower part depict 
a variety of animals trom a repertoire of the 
imaginary and fantastic commornuy found on 
secular objects such as ivory caskets or other 
examples of rmetalwork: included are a stnd- 
ing; lion, a griftin, wo confronted sirens vath 
tails ending, in serpents' heads (one ot them 
playing a flute), a centaur, ard a putto diving 
inu a basket. 

The building has a double door on the 
exterior side of one of the apses. On each 
panel îs a standing personification depicted 
in relief, identified by inscriptiens as Courage 
oa the left and Intelligence on the right. 
Although both Greek nouns are feminine, 
Courage 15 dressed ke a male soldier in cuurass 
with helmet, shield, and spear — obvioushy an 
attempt to represent the concept of courage in 
visual terms. Intelligence, a woman wearing a 
long skirt with a short tunic over it, points to 


her forehead as the source of her mental 
powers. Lestures of this kind, which assist 
the viewer in identifying the quality personi- 
fiec, are typical of Byzantine art. Although the 
coupling, ot Courage and Intelligence in the 
textual tradition 15 not uncommon, It 15 
difficulr ra understand the role of thesc two 
hgures here. 

Like its decuration, the vriginal function 
af thus obiect was not religious. Most likely 
It served as a container in which Incense as 
burned to perfume the air of a room. This is 
suggested by irs construction: the door of the 
building, is hinged co open, and inside there 
15 a circular base with a metal ring at its center 
that vould have held the incense in place, 
Except tor the lower part of the container, 
most Of its surfaces are perforate, allowing the 
pertumed smoke to escape. În addition, there 
15 a partitioned celling under the four smaller 
domes so that in the center, under the main 
dome, a shaft with a direct draft could be cre- 
ated, thus helping to keep the incense lt. This 
particular construction argues against the the- 
or that the perforated container mught have 
serve as a lamp. The interior ceilings would 
have blocked atf the hght of a flame from the 
smaller domes and the pyramida! roofs. 





176. Side 


The objcet's place ot origin is not easy to 
determine. As a luxury item ot high-qualite 
workmanship with a plethora of motifs and 
designs, it could have heen associared virh 
the court of Constantinople, especialiy since 
after the ninth century personifications such 
as Courage and Intelligence appear only in 
connecnion with imperial images ţtlhe spe- 
cifically monastic virtues and vices in the 
manuscripts of Jahn Kl:max excepted). The 
sconographic parallels arh objects from south- 
ern Italy menuoned in previous studies do not 
necessarily exclude a Byzantine source, for 
most of these parallels derive from a classical” 
vocabulary common throughout che Medi- 
terranean world, Unfortunately e are missing 
the Byzantine, especially Constanunopolitan, 
secular objects that could have served as a con- 
text for companson, IK 


1. Brussels igăz, pp. 13263, le. Oz. 


LITERATURE: A, Crrabar, L Art de La fin At LAnluguute, 
1968, vol. 1, pp. 25204, 427, Ps. 61, 62, Hahnloser 
1971, N. 109, pls. EXXYINI- RX (with bubliegraph). 


EXrIIBITIONS: Venice 1974, N0. 44; Brussels 1982, 
no, 0.23; New York and Milan 1954, nt. 33. pp. 23743. 
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177. Hard-Stone Fluted Cup 


Byzantine (Constantinople), rorh-11th cennury; 
Parisian, ca. 17th centure (mount) 

Sardonmx (cup); gold and enaimel (mount) 

H. 6.9 Cm (24 1N5, MAX. DIAM. 15.2 CM (6 In) 


LONDITIGN: [he extenor surtace 15 sliphily porn. 


FRAYENANCE: In the inventary ot the colleciiori 
Of Lou AT uni 1681 and 1634, thereafer transferred 
to the Musze du Louvre. 


Musce du Louvre, Deparrement des Objers d'Arr, 
Paris, France [E£.271) 


Ttus cup from the Musce du Louvre 18 com- 
posed of seven gadroons ot unequal width 
that meet at the round, hollow base. The height 
of the rim is also uneven.! The impression 
of somewhat careless workmanship 15 prob- 
ably caused by the absence of the cup's orig- 
inal mount. Ancient hard-stone cups usually 
were not mounted; on Middle Byzant:ne 
examples, however, mountings were inte- 
gral to the overall aesthetic. The vanegatecdl 
and translucent color ot the sardonyx, a hard 
stone, complemented and enhanced the nch- 
ness and polyehromwy of the mouneng, which 
was often gulded and decorated with enamel. 
The tobed shape af these vessels may have 
been inspired by Sassanian metalwork.” Little 
15 known of their interuded use, The surviving 
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hard-stone cups that retain their original 
mountings are chalices, nchcating that many 
of them were made as luxunious drinking 
vessels probably ro be used in ceremonies, 
as 15 attested in the primary sources. These 
opulent and unique objects were frequentiy 
presented as gifts to Western European rulers. 
The emperar Romanos 1 Lekapenos (£. 920— 
44) offered an onyx vessel to Hugh of 
Provence in 926, and Emperor Alexios 1 
Komnenos (£. 1O8r-1118) gave a sardonyx 
chalice anl a rock-erystal bowl to the Holy 
Roman Emperor Henry IV. + The great appre- 
ciation for and the prestige of these hard- 
stone vessels in Western Enrope are perhaps 
exemplified by the Chalice of Abbot Suger of 
the Royal Abbey of Sarnt-Denis (cat. no. 296); 
although produced in the Vest, it was clearly 


inspired by a Byzantine work. DK 


1. Cher hard-steme cupă vrith simulari; shaped lobes 
share vuth the Louvre example the sarne LncomasIs- 
tencies In praportions and measurements; sea 
New York and Niilan 1954, p. 292. 

2 Ibid, 

3. A shared drink from the same borel marked the 
sealing cf an agreement and the dispelling ot tears 
af poisoning betmeen Emperor Basil II (1. 761023) 
and his long-standing adversary, the Byzantine 
nobleman Bardas Skleros; Sever 1066, p. 43. 

4. Paris, Byzanre, 1992, p. 289. 


THE GLORY OF BYZANTIUM 


LITERATURE: Sewter 1366, p. 43. 


ExHIBITIONS: New York and Milan 1984, p. 292; 
Parzs gg, fig. 2, p. 156; Paris, Byzence, 1992, DO. 208. 


178. Hard-Stone Cup 


Eyzantine, Ioth-zth cencury; Parisian, ca. 17ch 
century (mount) 

Sardonyx (cup and base); gold and enamel (mount) 
H. 12.4 CM (44 IN], MAX. DIAM. 13 Cr (54 iN.) 


LONDITIGH: The Îct is mended. 


P'aorenAancEe: Probably from the collecrian at 
Louis AIY ot France. 


The Metropolitan Museum af Art, New York, ÎN. 
Cuitt ot ]. Pierpant hicrgan, 1917 (7.100.594) 


The Metropolitan Museum cup 15 an excel- 
lent example of fine hard-stone carving dur- 
ing the Micldle Byzanune penod. Oval in 
shape, the cup has a highly polished surface, 
the sumptuous polychrome reflecting, the 
contemporary Middle Byzantine aesthetic of 
rich, colorful finishes on portable obțects. 
Although now mounted on a tooted base 
belonging to a later date, the cup shosws dis- 
tnct traces of its original support. Several 
indentations parallel to the rm as well as 
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holes piercing the stone near the rim and base 
suggest that the cup'* initial mounting, con- 
sisting of an additional piece around the rim 
and a base unlike the present one, bore close 
formal simnuilarities to those of a mamber of 
Byzanune cups from the Ireasury ot San Marco, 
Venice, including the Chalice of Emperor 
Romanos (cat. no. 31). 

The oval shape occurs frequenily among 
the corpus of Byzantine hard-stone cups. he 
use of these Middle Byzantine vessels remains 
a puzzle; they were most likely intended for 
secular use, but precise documentation 15 lack- 
ing. Along with other luxury items that found 





their way to Western collections, such cups 
refiect the Byzantine appreciation of lustrous 
hues, lugh-qjuality workmansiup, and culervat- 
ed taste. Ihe production of these cups during 
the Middle Byzanune period may have been 
inspired by the tendency at that time to revrve 
Late Roman and Early Byzantine models: 
hard-stone cups were considered repreşenta- 
tive of the art and technical achievements of 
the empires Hellenistic and Roman past. Both 
the recarving, at classical hard-stone cups, such 
as the Chahce of Finperer Romanos, and the 
superior cameo carving of the same period (sce 
cat. no. 126) evidence the era's attraction to 











hard-stone objects. The production of such 
works seems to have declined after the Latin 
occupation of Constantinople (1204-61); 
however, the export of these luxury objects 
to Western European courts contributed to 
their great acdmiration in the Vest. 

DK 


LITERATURE: Paris, Byzanre, 1092, p. ca, fig. |. 
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CERAMIC ARIS OF 


EVERYDAY LIFE 





EUNICE DAUTERMAN 


ottery 15 an art made joyous by unpretentiousness. 

In contrast to religious and official art, Byzantine 

plazed vessels are a refiechon of popular taste. 

Enriched by a vernacular freedom from precious- 
ness and by the influence of luxury goods from exotic netgh- 
bors, the pottery — deftly stylized, purposefuily distorted, and 
compressing planes and volumes in the depiction of human 
and animal scenes — pleases with its economy of line and its 
humor of expression, 

The domestic poitery included in this exhibition is 
engraved siipware, chosen for its design repertoire. Com- 
monly called sgraftito or sgrafharo ware, it is earthenware par- 
tially covered with a pale slip layer and then coated with a 
transparent glaze. The patterns are made by cutting, through 
the slip with a sharp point or by scraping it away to reveal the 
darker ground. The dishes and bowls are overwhelmingly 
secular, used either for serving, or, as indicated by pieces that 
have been mended, tor display. Because they were produced 
neither for the Church nor for the court, they have tended ro 
be studicd more by archacologists than by art histotians.! 
Many entered the art market as a result of Byzantine trade; 
indeed, the great numbers found in shipwrecks suggest that 
they served areas far broader than thar of their local manufac- 
ture and were used as well for export and trade. The ship- 
wrecked bowls have for the most part been preserved 
unbroken in the water; when they are taken from the sea, the 
homes of marine creatures still encase their surfaces in a tip- 
pling, calciferous crust, traces of which often remain embed- 
ded in their unglazed, porous exteriors after cleaning. Despire 
occasional loss of glaze through scouring or chemical treatr- 
ment, they are easier to appreciate at a glance than the often 
fragmentary, haphazardly buried finds dug out of the earth. 
Until recenti, excavators searching for more ancient remains 
at Mediterranean sites have been fairly casual in their study 
of medieval Byzantine material. Now, however, sites con- 
taining Byzantine pottery are being carefully researched. 
Places where pottery was manufactured are being idenrified 


Lovers in a Qaarden (cat. no. 182) 


MĂAGUIRE 


by the discovery of kiln sites and by the application of new 
investigative technologies for tracing materials to their 
sources.? As a result, it will soon be possible to make firmer 
geographical and chronological attributions. 

Corinth, for example, is an important and well-published 
site tor both the manufacture and the import of ceramics.* 
Current excavations and studies are refining, the chronology 
of the Byzantine and Frankish periods. From the extensive 
collection of portery found at this site alone, the five examples 
in the exhibition (cat. nos. 183, 184, 189, 190, 192) give some 
idea of the richness and variety of its glazed domestic pottery, 
offering comparison not only with other pottery but with 
metalvwrork, textiles, bone and ivory carvings, sculpture, paint- 
ings, and mosaics, both Eastern and Western, and providing 
clues to the place of pottery in the wider history of medieval 
art. By contrast, single fragments, such as that depicting an 
equestrian figure (cat. no. 268), can be of interest in their very 
uniqueness and in the mysterț of where they were made. The 
equestrian fragment, for example, reflects the fusion of three 
cultures in the Mediterranean imagination at the time of the 
Crusades, 

In an attempt to create a pictorial mppology, the pottery in 
this section has been placed in an interpretive framework. 
Typologies of shape, material, and technique are also possi- 
ble, but the category of the image and its format often over- 
laps several categories ot shape and decorative method. The 
identification ot subject matter is therefore pariculariy 
important, makung it essential for us to learn the language of 
stylization used by the ceramic artist. 

For example, a feline sporting a conspicuous manelike 
fringe (cat. no, 186) might ar first glance be assumed to be a 
lion, but in fact a cheetah displays a similar ridge of hair 
along its spine and has other traits seen in Byzantine depic- 
tions, Because ceramic decoration calls for two-dimen- 
sional definition rather than modeling, such a “mane” of 
parallel harching along the neck may serve to create a linear 
continuity beteen the back of a turned head and the front 
edge ot a torso. Lhis slanting fringe 1s not uncommon on 
Byzantine pottery and sculpture, where it 15 also seen on ani- 
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Mourning Fişrurte (|eft) and Leogrift (right). Molded and glazed rim 
shard, engraved shpware, Connth, r1co-1123. Archaeological Museum, 
Ancient Corinth. Photo: Corinth Excavarions ot the American School 
ot Classical Sruches at Athens 


mals such as hares and rabbits and on birds. The suggestian of 
fur or feathers by means of rows of punched or linear marks 
rooled into a surface follows techniques used in metalwrork- 
ing that are traceable at least as far back as the first century, 
when they are seen in Roman silver, În pottery the aesthetic 
ot tonal contrast encouraged a sumpliiication of surface detail, 
Cheetahs, for example, appear either with or without their 





Warrior, Accompanied by a Falcon, Slaying a Serpent; “jewelwork" 
decorations on rit, Glazed bowl, engraved slipware, Athens, 1150 
1200. Agora Muscum, Athens. Photo: Agora Excavanons Ot the 
Amencan School of Classical Snudies ar Arhens 
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spots, serpents with or without scalcs, and birds with lietle 
indicator of plumage. Not surprising, the figures with 
minimal engraving are usually those rendered by cutting, 
scraping, or gouginp; away the slip to make them stand out in 
reserve, in salient contrast to the ground, a technique that has 
been called by the misnomer charapleve (sec, for example, cat, 
nos. 190-192).5 Indeed, much oi the standard vocabulary used 
in describing the technology of pottery is inaccurate or 
patronizing, Ihe words gouging, tnctsing, and engraving have 
been used indiscriminately, The term preasies mare implies a 
rash ot random spots instead ot the use ot colored gtaze in 
imitaton of the rows ot incised or engraved marks seen on 
metalwork (cat. no. 189). Even the word sgrafito has become 
unfortunate for an anglophonc audience; it brings to mind 
spray-painted graffiti rather than the literal, technical Itahan 
meaning, (to scratch). But as scholars increasingly use other, 
more accurate terms, the skull of the Byzantine potter 
becomes recognized and appreciated, 

Borh the popular scenes depicted en the pottery and the 
nonfigural Gecoration are expressions of status and social 
influence. The best-known class ot secular Byzantine art, the 
boxes of bone and 1vory known as rosette caskets, appears to 
have been made for a literare audience familiar with the cul- 
ture of antiquitv (see cat. DOS, 1ŞI, 153-156, and pp. 222—23).€ 
Occasional pieces ot pottery seem ro share the same visual 
frame of reference. One example is a naked warrior whose 
head is covered with tight curls and who in a battle against a 
monstruus serpent uses a hand mirror instead of a shield.” 
This learned joke reters to Perseus overcoming Medusa, as 
well as ta Byzantine protective images such as military saints 


Human Arm in the Jawes of a Feline Head. Glazed base shard, engraved 
slpware, Corinth, mud-r2th centuire. Archaeological Museum, Ancient 
Corinth. Phoro: Corinth Excavanons of che American School ot Ciassical 
Studies at Athens 





Animals Disgorging Human Victims at the Last Judgment. Glazed and 
molded chahing dish support, engraved slipware, Corinth, late roth-arth 
centurp. Archacological Museum, Ancient Comnth. Photo: Corinth 
Excavarions of che American School of Classical Srudies at Athens 


who slay serpents. Another example, although perhaps less 
daring, is an amusing, scene on an ivery panel in the Musce du 
Louvre, in which a naked child captures a lon by coilaring it 
as it looks into a mirror; a hound refuses to be similarly dis- 
tracted. This appears ro be a spoof on a method of capruring 
tigers, seen, for example, on a mosaic at Piazza Armerina in 
Siculy.ă 

Like many figural initials painted in sacred books, these 
designs on pottery at times divert the viewer by combining 
secular with religious references. Censers, possibl for home 
use, were often made in the shape of a church; two such 
examples in ceramic with openăork domes were found in 
Constantinople.* On onc dish (sec illus. opposite) a doleful 
nude figure sits under a cypress tree —like Adam expelled 
from paradise. Beside him an open-winged grifhn whose 
habitat joins earth to sky rakes flighr, as if in mockery of the 
mourntul, carthbound figure,” 

Both the celebration and the protection of social status and 
well-being are common themes of pottery decoratian, related 
to the prosperity of the owners and to their capacity to pro- 
vide good food and to embellish their houses with glazed 
poitery. The abundance of pictorial depictions on these plares 
and bowls may be unexpected, used as we are to florai and 
geometric ornament on tableware. Food, as such, Is not a 
common theme. There are no still-life subjects, like the ones 
we know from Roman dining rooms. Most of the birds and 
animals belong not to garden themes but to the rradition of 
the hunt. And, predictably, they do not emphasize hunting as 
a way ot obtaining tood but rather as a sign ot power and 
well-being. Among the examples in this exhibition, we can 
identify a falconer on horseback (cat. no, 183), a falcon (cat. 
NO. 184), a ecrane, a favorite talconers quarry (cat. no. 188), 
and a courting couple with a hunting, morif (cat, no. 192). 

The hunt as a noble or imperial pastime associated with 


Monkess Holding Their Nosces. Galazed ani molded chating slish sup- 

port, engraved slipware, Corinth, late roth-rth century. Archacological 
Muscum, Ancient Corinth. Photo: Cumarh Escavanons ot the Ameri- 
can Sehool ot Classical Studies ar Athens 


authority and with success, more than with Leisure, îs the key 
to this imagery. It is a popular theme also on incised and 
engraved Roman and Late Antique tablewarc, both in silver 
and in glass, some of which bears auspicious inscriptions.! 
Because similar inscnptions appear in Arabic on medieval 
pottery vessels as well as on metal vessels with hunting scenes, 
the hunting scenes on the Middle Byzantine vessels may, by 
implicarion, be interpreted as bearing the same auspicious 
connotations."* Riders and serpent-slayers hkewise fiind a par- 
allel in the long Byzantine tradition ot mihtary saints assimi- 
lated with the hunt.'? The scenes also mav refer ro the 
imperial rider, known from depienons on vessels from the 
cariiest days of the empire; one example 15 a silver plate in 
the State Hermitage engraved with the equcstrian emperor 
Constantius ÎI (r. 337-61).* Even the prestigious hunting; 
cheetah, given a human head and torso, 15 seen on pottery 
plates and bowls, hunting a serpent foc, the embodiment of 
danger to the securitt of home life. 

he glaze on the inside of the bowls worked as a sealing 
agent, preventing, absorption of oils and liquids; a gleaming 
band of plazed slip, otten found on the exterior of the rim, 
recalls the metal mounts on precious vessels, Some rim bor- 
ders actually imitate the jewelwork ot such mounrs.!* Yet 
everv social pretension in the design of Byzantine poitery 
comes with a comment, like a literary aside, A bowl, once 
emptied, discloses a beast's head devouring a human arm.” 
Hands and finpers, as well as bcasts heads, were familiar as 
fixtures Of hardware, used for holding or suspending, thingrs. 
The ceranuc motut also reflects, in reverse, animals at the Last 
Judgment spitting, up their victims endwise.'” A chafing dish 
found at Corinth was designed to refer to the pulces kept 
warm within by a shining plazed flow modeled on its spout, 
whule the monkeys that torm the handles hold their noses 
against the tragrant steam." 
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179. Amphora Stamp 


Eyzaritirit, 1th CENtu n 

Bronze 

H, 4 CIT (A in), DIAM. 3.8 Cm (14 inj 
PROFENANCE: Synazis, Maroncia | Lhracc). 


Archaeological Collection, Eavala, burrece 
(PM5/90.60) 


This circular bronze amphora stamp was 
fovuud during the excavation of the couri- 
vard ot a Middle Byzantine monastery at 
Synaxis in Maroneia. În the upper center of 
the Hat side is a broken link, to which a han- 
dle would have been attached; on che lower 
part of the reverse side, within a circular bor- 
der, 1s the monogram IWA|ANNH]C (john), 
which would have been stamped on the 
amphora, The three circular holes un the 
flat surface of the disk allowed the air trapped 
berwreen the stamp and the surface of the ves- 
sel to escape during stamping. A similar type 
of stamp, with the monogram BA |[CIAEIO]C 
(basileus, ruler ot rhe Eastern Roman 
Empire), in the Menil Collection in Houston, 
15 attached to four keys on a Key chain. 
Amphorac with various combinatons ot ler- 
ters stamped on their shoulders datc to the 
ninth through the eleventh century.? Stamps 
were applied nut by the manufacturers of 
the amphorae but by rhosc who produced 
or traded in the goods they contained as a 
certification uf quality ur for purposes of 
taxation.> 

CB 


1. Vikan and Neshitt 1980, p. 27, and front cover, 

2. Demangel and Manbour 103q, fig, 201: 49, Ș2, 35; 
Cangova 1959, fig. 7: ș, 6; Barnea 1967, fig. 154: 2, 
4, 7; Iakobson 1079, p. Lea Îg. dq. 

3. Bakurtzis, Bozalolagena, 108Q, pp. 22-83, 


LITERATURE: lemangel and Manbeury 1939; 
Cangea 1959; Barnca 1967: lakobson 1979; Vikan 
and Mesburt 980; Bakurtzis, Tiozkaiaiagena, 1030: 
Eakarizis, “Excavations,” 1990, p. 378, gs. 11, 12; 
Eakurtzis atul Hadzimichalis 19a1, p. 3; fig. 123. 


180. Amphora 


Pyzantine | Thessalorike), roth- th century 
Terracotta 

H. 47 CM (15if in), DIAM, OF run 6,7 cm 
PROVENANCE: West vault, Church of Hagia 


Sophia, L hessalonike. 


Museuri ol Erezaru me Culture, Thessaloruke, Greece 
LBK 303876) 


This beauntully proportmoned spherical 
amphora, with a rounded base and tall neck, 
has vro thick, flattencd handles that join the 
body at the shoulders. There îs a perloration 
that measures from 6.3 to 7.7 cm (213 In.) 
in diameter at the bottom. Containers of this 
type, made of chestnut-red terracotta, were 
emploșed to transport various products — 
chiefiy hquuids — by sea; in the Byzantine 
era they were known as magarita. Many 
such amphorae, usually reddish-yellow ter- 
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racotta, were produced în Gianos, in the 
Propontis.? 

This amphora was used, along with other 
terracotta containers, to fil! the spaces in 
the vault above the narthex of the late- 
seventh-century Church of Hagia Sophia in 
Thessalonike, and to form the upper floor 
un the west side, wluch can be dated, on 
the basis of numismatice evidence, to the 
eleventh century. The pertorations in the 
bottums of the amphorae allowed the damp 
that accumulated within the vault to drain 
away. CB 


L. Bakurtzis, Tonkalolagena, Ia8a, pp. 70-88; 
Balurzis, *Brzantine Amphorae: 13$%g. pp. 73-77. 
2. Cziinseriin 1953, Rp. 193-201, 


LITERATURE: Bakirtzis, “Byzanrine Amphorae,” 
198; Bakurtzis, Tinuămolagena, I98g, iri nsenin 1993, 














131. Interiar 


181. Bowl with Geometric Rosette 


Byzanţinc, îirst half ot 12th centurp 

Engraved slipwarc: orange clav, cream slip, and 
transparent vellorish glaze 

H. 7ECMmÂ24 in), MAX. DIAM. 19.9 (74 IN.) 


CON DITLO x: Cleaned of Marie Incrustarionis, the 
interior shows scattered pitting, flaking, and minor 
rm darnape; an arța cf staining may be the result of 


contact ir iron axe during burial ar sea; che exte- 


riur has been abraded in cleaning, 
PROYENANCE: From an unspecitied shipwreck, 


The Metropolitan Museum ot Art, New York, NE. 
Eogers Fund, Iogz (1994.306) 


The bowl's nearly conical, flared shape, as 
well as aspects of its engraved decuration, 
groups it wurh pottery whose protomypes 
were Iranian bronze vessels.! Its Do con- 
centric bands filled with stylized vine scroll 
are revealing in their varianons. Although 
neither imitates an Arabic inscrption, as 
Byzantine decoration of this type often does, 
the breaks in the inner band reveal the out- 
Ines of the lobed medallions thar punctuate 





iniscription bands on lranian metal vesseis, A 
stern-and-leaf pattern, not unlike that on an 
Ivory appliqus found in Corinrh, fills the 
„der band. The narrower band, divided 
into three sections, has a different pace. În 
one section the pattern is a careful down- 
scaling; of the outer band's formulate vine; 
in the other two it is more sketchily worked, 
accelerating; into an incised chevron of nest- 
ed Y''s. This change shows not only how the 
medium permits the close imitation of expen- 
sive metalwork but also how it encourages 
the loosely abstract stylizations permitted 

by the soft material and necessitated by the 
haste ol cheaper preduction. 

The center ot the bowl bridges the mpo- 
logical distincnien beveen fine-sgrathto 
ware, which exposes litele of the clay beneath 
the slip, and gouged and cur-slip or champ- 
lev€ ware, which is defined by the tonal 
contrast between the two layers. A wreath 
of hghtly incised volutes wirh leafless stems 
alternating in direction frames a geometri- 
crizei rosette on a gouged field. The rosette's 
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eight points suggest a device ot magical pro- 
tection; eight-part rosettes with a sunilar 
eftecr ot contrast occur in texriles and in 
inlaict marble, where again they mimi an 
inlaid-metal prototype.? EDM 


i. Tabhbaa 186, p. 8, fs. a. 2,3. 

2. E Stevens Laz, pe 38, pl. as, Duo HI aul pe 42, 
pl. 17.4; Cinatent 1987, N. 1; Frazer 1973, P- 14, 
fig. 1q. 


LITERATURE: JUzrenr reg itioRi, 1005, P. 24. 
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182, Bowl with a Scrolling Rosette 


Ryzantine (Corinth?) hrs half of rzzh cenrure 
Texoled slipiware: fired red carthenware, areenish-gray 
cream slip, and clear glaze 

H, Ş.& CM (3 N MAX. DIAM. 23.4 CM i9% 10) 


CoNDITION: Cleancd at marine incrustationă, the 
interior 1£ stained acul screaked, with crackung Der 
much et the surface, 


The Metropolitan Museurn of Art, New York, NY, 
Gift ot Pratessor Maan 2. Madina in honaăc of 
Margaret Enghsh Frazer, Curator Emeritus af 
Medieval Art, 1934 (I9oa.ȘI7) 


The central medallion of thus bowl 15 encir- 
cled by a band composed of a delicate twu- 
strand chevron filled with scrolling, tendrils. 
Texturing, the central field is a complex rosette 
of finely incised scrollwork formed of paireid 
stems that cross at the center along quad- 
rants to curl into heart-shaped frames, Within, 
four petals xith double outlines enclose terdril- 
palmerres, while he spandrels are filled with 


scrolling, tendrils nestled m heart- or leaf- 
shaped frames thac lghily needle the sur- 
face, countering the weightiness of the clay 
and creating a dynaniuc balance of symmetry 
and restless movement. 

After the initial cleaning, the bowl's glaze 
remained patinated with gray blue rather 
than its original cream color. This occurs in 
bowls found in shipwrecks, unhke those 
that are buried in the earth. 

Finc-sgraftito are of this type 15 associater 
with Corinth and with what Charles Morgan 
called the “spiral style”; a close match for 
the medallion pattern can be found în a base 
shard in the Louvre, in which the ground 15 
cut to make the scroilwork stand out in con- 
trast.? Similar patterns appear in eleventh- 
and eelfth-century scrolled-anre filigrec, in 
gold embroidery, and even in enamel work. 
An allover version carpets the ground of the 
Hermitage cross reliquary (cat. no. 38), while 
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depictions of vessels in elfth-century 
paintings and mosaics after evidence of the 
pauern's currency in inlaid silver. 

EDM 


1. C. XlOrgan 1942. 10, 1137, ÎNg. 198. 
2. Paris, Byzanre, 1UG2, NA. 298, 


LITERATURE: Aeceri Acquisitiens, 1995, P. 24. 


183. Bowl with Presentation to a 
Hunter 


Byzantine (Corinth), first half of s2th century 
Enpraved slhpware 

TILA. aPPrOR. 20 CO (72 11.) 

COoNDITION: A large portion of the bol 15 raiss- 


ing, along with most of the information from the 
lxeer part ot the engraved scene, 


Archaeological Museum, Ancient Corinth, reece 
(066.43) 


The hunter engraved on this fragmentar 
bowl, though hero, remains emgmatic. 
Whule hunting and military concerns were 
closely associated, it is not clear whether the 
scene represents a legend or a ceremonial 
occasion. The barcheaded rider has the curly 
hair ot a military sainrt; che full sleeves and 
repeated rows ot loops on his shiri may 
indicate protective quilting. He opens his 
arms as 1f :n prayer, but a falcon retiurns to 
his left wrist, while a fleeing hare, the mark 
of many hunting scenes, runs in the oppo- 
site direction. Above, a bareheaded figure 
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hovers in a full suit of mail, wings attached 
by long, wiry ribbons; he holds out a cross- 
topped lance.! Below, a second falcon, :denti- 
fied as such by its lurc, holds n us beak a 
giant ring or reath. A shard also found at 
Corinth shows, similarly, a hunter (though 
not a rider) with two falcons.? 

The lance oftered ro the hunter appears to 
be ari empowering gift. Two eleventh-century 
manuscripts depict similar scenes: in the 
Marciana Psalter (see illus. on p. 186) Emperor 
Basil II (r. 976-102ş) reccives his lance from 
one angel, while a second crowns him with 
a wreath; and n the Theodore Psalter (car, 
no. ș3) a Constantinopolitan abbot, Michael, 
receives his staft ot office from an angel. The 
talcon on the ground also appears to offer a 
prize, hke rhe wrearhed crowns proffered by 
eagles or suspended from their beaks in 
mosaics and bronzes of earher periods. 

The hunter or riding dignitary offered a 
cron by a flying figure appears in Early 
Byzantine secular art as well as in Seljuk art, 


while enamels and textiles that surrive in the 
West illustrate the absorption of the falconer 
into tnumphal imagery. In pottery a falcan 
may attend a slayer of serpents, as on a ves- 
sel excavated in the Athens agora.* Buth 
hunter and victor, the rider on the Corinth 
bowl expresses beneficent wishes to the user 
or owner, as do inscriptions on Late Roman 
and Islamic vessels with hunting scenes. 

Ia execution, the bowl has much in com- 
man with myelfth-century Corintman pieces 
attributed ta rhe Interlace Master.* 


EDM 


1, Compare Bahrim Gr with neo birds, in Pope 
194, ps pl. şi. 

2. Morgan 1g4z. no. 1465, pl. La, and, tor a hard 
mth a falcan, no. aq, fig. 197. 

3. Frantz 1g3ă, Ag, 10. 

4. Margan 1942, p. 118. 


LITERATURE: Bicrs 1977, Pp. 33337. 
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154. Bowl with a Falcon and Lure 


Byzantine (Corinth), t2th centure 
E.ngraed slipiare 
H. 7.9 Cm (3 în), MAX. DIAM. 27 CI (10% IN.) 


CONDITIA: The bel and rim are ceunplete, 
ceas mbled tram large fragiments. 


TEOYPENANCE: Excavared in (orinth. 


Archacological Muscurn, Ancient [intri Creece 
(1.360.480) 


This bowl and a slip-painted bowl found 
with it in a deposit at a Corinth agora were 
evidently intended ro be glazed; their un- 
glazed state is an indication of local manu- 
facture. Both bowis depicr a single large 
burd that fills the entire field of the well and 
stands in front ot a curling branch. În this 
bowl the bird 1s engraved, internaily divided, 
and patterned with plumage; an enclosed- 
leat design spangles its breast. The aquiline 
head, together with the powertul legs and 


large teet with talons, marks tt as a bird of 
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prey. Lhe branch bctund :t, mounted with a 
bird's wing, 1s a talconers lure,! 

The transformation of branch into lure 
bespeaks the human power ro command the 
bird, while the double outline, hke paired 
vures to be filled with color, and the treat- 
ment of the bird's body as a compartmented 
surface minuc work in gold and cnamel. Both 
the subject and the manner of presentation 
are siens ot prestige and status. The scale of 
the bird and the mantling of its partially spread 
wungs impart an impression of great size; 
the most sought-after falcons were those 
strong, and fast enough to catch large quarry, 
Similar head protiles and close horizontal 
rows ot body plumage appear on cagle and 
falcon silks.” The curled, foliate wing tip is 
another widely imitated feature found in 
silks.* i he compartments formed by rhc bars 
across the plumage would perhaps have been 
filed with the monechromatic dats ot col- 
ared gaze that stu other vessels from 


Corinth (see cat. na. 189). EDM 


THE GLUORY OF BYzZANTIUM 





1834. Profile 


I, 


3, 


Frederick II ! Frederick II] 1943) în bă. 4 (and at 
the beginning ot bks. s and &; describes the manu- 
Facrure and use of the lure. 


- For example, the Auxerre silk, cat. no. 149; 


Durand and Vogt 1992, fig, 2; see alse the bird 
design of a Spanish cleventh-century șilk în 
Florence; Alariani and (Cassano 19953, ND. 11.1. 
See also cat. no. Lăş. 


LITERATURE: 4. Wlorgan 1942, p. 120, N0. 1028, 
fig. 1ș7a; L. Bouras, in Brussels 1982, p. 230, no. Cs. 


ExXHIBITICN: Athens 194. no. 640. 


185. Bowl with Griffin Attacking a 
Doe 


Byzantint, 126h cenrurv 

E.ngraved slipraare: carrhermmare at glaze 

H. Bs Cr (3 1.) DLAM. 24.3 CI [9% in) 
CONDITION: The uatact bncel bas bec clearueă cai 
marine incrustations, leavinig its surface 1n pol con- 
iti, var slighr puting from mpurities în the clar, 
there is some loss of slip and glaze over the rin, 
staining [5 apparenit acruss the extertor, 


PROFEHANCE: From art unspecuhed shi prarreck, 


Trumbarțon (Oaks, Washington, [C. (66.17) 


The elegant form ot the gntfin diverts our 
attention from the violence of the act of 
clasping; the head of a doe and plucking out 
the eye, a striking expression of power in this 
society whose splendors privileged rhe eye 
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and whose rulers were known to blind their 
cnemies. 

Simular iconograph 1s seen in other media. 
A bird of prey gouges out the eye ot a hare 
an a marble disk from the floor of the Church 
Of Saint Sophia in Trebizond, now in the 
Museum of Byzantine Culture, Ihessalonike. 
Larury manuscripts record similar scenes." 
Images ot a bird holding an eye în its beak 
are found repeatedly in puttery trom Corinth. 
Even today, in Uzbekistan, hunting cagles 
are trained, bv sockets packed with meat, 
ro select the quarry's eve.” 

Srplized leaves wirh spiky rips here radhate 
From the scene to accentuare the grifiin 's 
energy and speed; indeed, its body pattern 
suggests a fusian ot eagle and cheetah 
rather than of the Roman eagle-and-lion 


combinațion.i A single diaperlike unit and a 
pair of concentric rings, decorative elements 
derived from silka and enamels, circle the 


griflin's tail,* ED 

1. Brussels 1922, no, 12; compare this with an initial 
in Pans, Bibliothegque Nationale, gr. q, fl. 363 
Fbersolt 1926, pl. 1% ş. 

2. Moorhouse ipga. p. 40. 

3, t.ampare with Ranilall 1965, nas. 45.229 ani 
48.2agi, and Athens 1086, no. 28. 

+. Lonipare with E. Stevenseu 1047, HR. 20 (n. gi 
şi; Conteni 1987, pp. 89, 194, no. 41; aul Paris, 
Aveanic, 1992, DO. 2A7H, 


LITERATURE: FIAHagooE 1907, Na. 306; Proviulenee 
1987, p. 160, 00, qi, 
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186, Interior 


186, Bowl with Cheetah between 


Curved Branches 


Przantine, 12ăl centure 
Erigravec slipraare 
H. 9.8 Cn (3 AN MAX, DLAM, 25-5CM ICN) 


CaNnDITI&X: The bora îi intact and cleaned of 
Marire IHCrust aLicHăs; Te unteriar 1$ stauncd atu pat- 
ted, the extenor and rim abraded; calcite inclusions 
arul rraces at shp are visible an clu exterior. 


The Merropolitan Museum of Art, New York, N.Y, 
Rogers Fund, 1971 (1971.147.1) 


Tame cheetahs were signs af status and 
wealth both in medieval Byzantium and in 
the Islamic East. Used in the hunt tor their 
speed, they were also included in imperial 
bridal retinues. As hunters or denizens of 
palatial gardens, they trequently decorare 
Byzantine rnanuscripts.! Close vanations ot 
the design on this bol were apparentiy xide- 
spread in the pottery trade, as evidenced on 
bowls discovered in shipwrecks, On a shard 
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found in Corinth, a cheețah rides a horse 
belund a costumed serpent-slașer, an expres- 
sion of Byzantine romanticism imposeid on 
a hunting theme.? An imperial cheetah spec- 
tacle is displaved on the carved-wory hunt- 
ing scene on the Clephane Horn, in the 
British Museum, London.? 

The cheetah on this bowl exists indepen- 
dent ot narrative, The rows ot short marks 
on Its rectangularized body continue con- 
ventions of metalwork engraving that began 
in anticuity anc were copied in Early Byzan- 
tine pottery,* and the more abstract elements 
reflect the influence of graphic conventions 
developed in the Middle Ages In contrast 
To felines an vessels of precious metal (sec 
cat, no. 299), whose formal symmetry is 
derived trom silks, this beasr ambles haphaz- 
ardly, ubbhng the end ot a branch. The pose, 
in combining those af grasping and of 
striding lions — images of security and 
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protection — makes this cheetah the generic 


feline peer of the lian.€ ED M 

1, See car, no 11 n. 2; Lohwin, Kiev, 1971, p. 99. 

2. £.. Morgan 1942, n0. 181. fig, 109. 

3. London, Byzantiztu, 1994, N, 155, 

4. Haes 1pgz, p. 224, pl. Îg. 

. Set Afiilicr-(_hristensca 1966, fig. $a, 

&. See Darkesich 1975, fig. 22, anul WYcitzmann 72, 
DO. 23, pl. XX, 


Inupublzs hc, 


I87. Interior 


187. Shallow Bowl with Raptar 
between Branches 


Ryzantirue, 12th centurp 
Engraved sli pware 
H. 53 CO (24 01 MAX. DLAM, 24.4 CM (91) 


CoNDITION: The Pol shoes sorne pittina aul 
faking of the glaze and a blackish stain across ins 
Exterior. 


PROYENANCE: From an unspeciied shipwrreck. 


The Merropoluan Museum of Arr, New tork, DX. 
Anonymous Gift, 1984 (1984.302) 


This vessel's shape and rudimentary, molded 
faot ring deriwe from metalwork, wbhale the 
engraveul raptor— with its flartencd head, 
hooked, overhanging, beak, character:stically 
distributed plumage, and huge feet— finds 
its best surviving; parallels in manuscript illu- 
mination. Drawn wuh a fine point, these 
dletauls create a gracetully imposing presence. 
On pottery, the bird with a stem in its beak 


scems more active than passivc. Birds and 
animals used im hunting, such as this one, 
sgmify power and social status. The branches 
refer to three common tpes: discrete plants 
that dice hieratic pairs of birds and animals, 
seen in woven Silks: wne-stem rINCEaUX, 45 
found on carvings; and the tradition, bor- 
rowed from metalwork, in which animals 
such as hons hold rings, stems, or strands 
in their mouths.' Although the rapror fianked 
by foliage is a common theme on potiery 
of this tepe, the effortless linear modeling 
achieved here is rare,” 

LDM 


i. Compare with C. Morgan 1942, NO. 1109, pl. ALI C, 
and with London, Xyzanzi, 1994, NOS, T42, 
184a. 

„ See the smaller falcons engraved and in relief an 
he YViPgor and Chernihiv bovls; Darkevich 1975, 
figrs. 4, 27, 47 50. 


ba 


Unpublistucc. 
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188. Deep Bowl with a Running 
Waterbird 


Erzantinie, 12th century 

Engraved and painted shpware 

H. Ta.3 Cm (4 In), MAX, DLAM, 28cCM in.) 
COMNBITION: Te bel retains hear marine 
inciasțations on the exterior; "here the glaze 15 
unstained, the sp shoes a îine alloser craguelure; 
There 15 some chipping and pitting on the surface 
and at the upper edge; a surface crack runs across 
the upper-right quadranr. 


TAOFENANCE! From an unspecited shiprereck, 


Frivare callectian. New Work 


With strengih and speed this waterbird — 
either a heron or a crane — strides across an 
open ficld ringed wirh bladed plants, The 
outer ring ot V-shaped plants is engraved 
with econoimtucal strokes, leaving spaces at 


stem and leat tips; an inner ring of com- 
pound sprigs is not engraved but looselv 
painted in brown pigment. A curved dab ot 
the same color at the bowl's center marks 
the bird's wing. The sure but hastilv drawn 
composiion, without an actual landscape 
or a groundline, swirls around the center, 
the bird appcaring to run through a wind- 
agirated marsh. 

Long-legged waterbirds were popular 
creatures tor falcon hunts, taking up a 
chapter in the Sicilian book on falconry 
by Frederick II (e. 121$5-50),! They have 
also been used to ilustrate the bounty ot 
nature, Their profiles grace Roman silver 
cups.” Engraved in bronze, a striding crane 
embellishes the Earl Byzantine door of 
Hagia Sophia in Constantinople.? Long- 
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legged birds wade and strut through the 
waters and vines of paradise in the San Witale 
mosaic, in Ravenna, prefiguring; the river birds 
un the Sinai Annuncianion icon (cat. no. 246).* 
W'aterbirds are also a common motit on 
the potterv and textiles of the Islanuc world. 
The <ranes on Nishapur ware are found, in a 


ditterent technigque, on the Byzanține beowls 


known as Acgean warc, The lines of dashes, 
derived from metal engraving, that pattern 
the bird on this bowl anil the use ot brown 
color, as well as the monf ot the bird self, 
relate it to a group ot nxelith-centure bow ls 
found on shipwrecks.* The application of 
color to the bowl's lp (see also cat. no. 189) 
15 seen both on lustenware and on Nishapur 


shp-pamted War, EDM 


1. See Frederick IL 1qqă, bks, 3-s. A falcon hunting a 
heran seems zo be che subject cameerl tea rez Let ct 
rhe cross in a funerar reliet at Prispa; A. Orubar 
1076, IN, 40a. 

2. Baratte 1986. pp. 54-57: coinpare Esin 1994, 
fig. 1$s, For crass-cultural examples, see Racer 1găg, 
fig. 53; Cont 193g, no, rog, figs. 103h, c, pl. ++: 
Morgan 1942, nă. ioze, pl. XLIY. 

3. Mangn and Hawkins 1972, p. 33. bg. 33; Under cra 
U960, p. zi) mentians but cocs not illuserate the 
waterbirds; far ulustratians, sec Dumbartor 
Caks Center tor Birzantine Soudies, Photographic 
Archive, s.v—a—.0(â8), SA-TI (38), 5 V—A=T12448), 

+. Deichmann into-—80, pls. 332, 333. 342, 3454 
H. Maguire 1981, pp, so—sz, fig. 2; H. Xlaguure 
1947, pp. 21-23, baz, gi. 45, -p2, 44, pă, 32, 60, 
70, For struding birds, sec Frederick II 1943, BE. 4, 
chap. 1 with meck bands, Frederick Il î0pz, DE. 3. 
chap. 23; Parrus Cod, 3ă, ol. ac idared 9+1], 
Eornanis 1988, pl. ; also (O. Morgan LO+2. D035. 03 
12113, fig, 14 pl. AXLIIL: Campbell râs, ru. 2â4. 

ș. Far birds trom shipmrecks, see Campbell 183. 
no. 25+; Armstrong 1991; tor cane with colur, see 
Athos rgă, No. 129. 


Unpublished. 


159. Bowl with Shore Scene 


Bizantin [excaared a Coriarhi], 2th centuri 
Engrared shpware 

H. 71 cm (24 În... PIAM. za 8cm (Al i) 

CON DITLON: The bon! las been reassecmhbleă 
from large fragmenes; there îs «light chippiag as well 
a5 abrasion at the cum. 

Archanolevzical bl useaur, Acucit Cuci, (Greer 
(C.14] 


A Siren preys on a waterbird that taces a 
passing fish. The bird will eat the fish. and 
the Siren. the bird, making; the bowl the 
amusing, heir to antique plates that were borh 
decorated with fish and used to serve them. 
A related threc-par pursuit appears on a dish 
that depicrs a terrestrial hunt (cat. no. 191). 
The humor ot the scene, the ironv of the eater 
caten, 15 seen also on orher ceramic table-. 
ware from Corinth (see illus. on page 256). 
The Byzanune natural world, like that of 
medieval besuiaries in the West, embraced as 


gAia. Între 


part of God's creation the tabulous creatures ot 
myth. This human-headed bird 14 escended 
trom the Greek and Roman Siuren and Harpy. 
Through her medieval kindred in Seljuk art 
ot the Near East, she has become associate 
with luxury goods such as gilded-silver ves- 
sels and precious silks.* The Greco-Roman 
Siren is a rapacious sea creature. Here, she 
has a fish-shaped eve, Her violent nature, 
like that of preving felines or birds on pot- 
tery, is implicit rather than explicit: she rests 
or perches on her victim, rather than attack- 
ing, ir with her claws. 

The message given in the shore scene an 
this bowl is one of dominance and plenty. 
Its three-parr secuence has an Early Byzantine 
precedent in a woven silk that shows a man 
standing, over a bon placed, in turn, above 
its prey.i The meaning here îs more eguivocal, 
perhaps refecting the sense ot threatened 
security during the Komnenian period. It îs a 
wish for enough to eat, with a nod to pow- 
ers beyond human contral. 

Like the subject, the tormal presentation 
has more than one source. The cotor, though 
running beyond rhe clots and stunis, sas selec- 
tively applied within compartmentalizecd out- 
lines, paying homage to the monochromatic 
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shimmer ot importe lusterware as well a5 to 
the particulare appeal ot Byzantine cloison- 
ne enamel.* The dots along the Lp combine 
a reference to the scallops seen on lusterăare 
anul to the notches af the more elaborate lips 
of sih'erware Their discontinuous Applicatican 
lends a framing rhythm to the composition, 
E DM 


I- e LOCPAN 1942. 110, 1277, Pl. ALIA; cu. 1704, 
fug, 223. 

z. Est 1994, p. 202; tur relata mezat 111 salk, see 
Kuiluet ugâa, pp. sate, Hg, 110, rd pe 308%. 
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fig. 11șc (pp. s0so-59), and Bunt 1967, fig. 3; in 
meralwork, see che inlaud brass ewer in the 
Metropolitan Muscurn (MMA 44.15), Baer 1983, 
p. 100, fig, 74, the silver-gult ViPgort and Chernilu” 
borais, and a siler bonl în the Kicer collection, 
Darkevich 1975, gs. 1, 25, 45. 57; a pair with 
crosseil rails, like those on rhe ever, appears again 
an a Byzantine engraved-slipmwvare hol in Berlin, 
no. 32466, in Elbern 1972, fig, 3. 

3. Stauiter et al. 1sa, no. 24; see illustration af 
matchung claus in Berlun, in Vlckens ragz, ne. 9. 

4. Byzantine potters were not alone in imitating 
hau producers by such mear, cari pare Phiton 
ia%a, hr. 118, pl. Teb, an Mea York and hiilan | 
ăn. ŞI. 

4. Por tao- and three-dimensiotial variations, âce 
Wlargani 1042, 05. 546, 940, 973, pl. xxx, 
n0. 955, Pl. XLb; no. 1463, Pl. ALIrIa, ne. 1536, 
pl. XLI%); nos. 583, God, 617, pls. xxvra,h.e; and 
NOS, 2, pl. AXYII, Bâ7, 647, A6g, B52, pls. XXL, 
|, i, and a, tespectivels. Por the saw-toothed or 
scallaped ring as a border matit in lusterware, scc 
Jenkins 1992, figs. 12, 14 22. 


LITERATURE: C. Morgan 1942, pp. 94, 239, fig. 70; 
Megaw 1968, p. sos, fig. ziz; Vulbach and Latontaine- 
Dosogme 1968, no. 8qa, L. Bouras, în Brussels 1982, 
p- 23, nt câ: L. Bouras, in Amsterdam rgâ7, pr. 256, 
Li La RI băi 


190. Dish with Garden Animals 


Eyzantine țexcavated at Corinth, late 12zth-carly 13th 


CCN 
Engraved cut-slp War 
H. 4.1 E (1 1r1.), DLAM, 22.9 cm (9 îti.) 


Com DITLOM: Lhe dish has been reassembled from 
large tragments; glaze and slip arc chipped at the rim 
and slora scattered pitiing, 


Archaeological Museum, Anctent i_orinth, (sreece 
(c.29.3) 


In the peaceful park or garden scene on this 
dish, nibbling, hares and stravying doves, all 
with collars or bands around their necks, 
surround a deer or a gazele. Cut-slip ware 
such as this îs now dared to the late riclith 
or early rhirteenrh cenrury.! Here the scrolling 
sters that fill the held recall, in their incon- 
sisrent dircerioas, rhe scrollwork of the 
Innsbruck enamel (caţ. no. 281). The leaves 
are a mixed salad of motifs, more Byzantine 
than Islamic: toothed and curly extended 
half palmettes, three-lobed vine or n leaves, 


190 


and rounded tull palmettes ot many lobes 
(see cat. no. 1$9).- Yet the chromatic contrast 
an Islamic lusterware between figure and 
ground 1s cleariy a model for these cut-slip 
surfaces, in which the positive reserve con- 
trasts with the dark negative ground.” 

The dainty, scratching gesture ut the 
animal at the center signifies an unthreaten- 
ing moment, although ic may reflec a hunting 
scene trom the store of the Sassaman king 
Bahrâm Car (r. 420—40), who, seeing his 
umwarț quarry scratching, shot an arrow 
that pinned its hoof'to its ear.* 

EDM 


1, bă, Sanders 1093, p. 242. 

2, Sec E. Ertinghausen and Grabar 1087, p. 334, 
Îigs. 364, 366. 

3. Ibid.; also Lane 1947 (1948), pp. 22, 26, pls. 25b 
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LITERATURE: l.. Morgan 1942, 05, 6,166, anul 
color frontispiece;, Parkevich 174, p. 204, fig. 323, 


EXHIBITION: Athens 1964, 10. 665, 


191. Dish with Cheetah Hunting 
Deer and Hare 


Byzantine, early 13th century(2) 

Engraved cut-slip warc 

H, 4-6 Cr (1% 1n.], MAX. DIAM. za. 200 (8% ul) 
COR BITION: The surtace îs pitted and discolored, 
with losses af glaze; the deep furrave that scares the 
ship and giaze was causecl by the stacking, of dishes 
during manufacture, 


PROYENANCE: From an unsperified shipwreck. 


The Wictropolitan Wiuscum at Art, New tor, ÎN.Y. 
Rogers Fund, căzu |1971.147.2) 


The tooling af thus heawp dish combines lathe- 
or compass-drawn elements with freehand 
detail. În a large, lattice-framed medallur, 
an animal fills each of three zones, known 
from Syrian lusterare.' A large central 
predator pounces on a deer, while turning 1ts 
head back to look regrerfully ar a Heeing 
hare. Although without spots, the predator 
is a cheetah, idenritied by irs visible tongue, 
small round ears, exaggerated shoulders, 
narrow nudsection, powerful hindquarters, 
and long tail with a thuck tip. Looming enor- 
mously, 115 curled neck cropped by the frame, 
the body swrells inta relief around the com- 
pass point at the center of the bowl. Lhe 
deer's neck, muzzle, and legs, its rounder 
rump, pointeil ears, large eye, and angular 
tail distingiuish it from the hare. Both an:- 
mals also appear as quarry for cheetahs on 
the Clephane Horn in rhe British Museum 
and for both talcons and cheetahs în a luxu- 
rv manuscript in the Bibliorheque Nationale, 
Paris.” 

This compositian was widely popular, with 
variations on the design found on ceramuics 
from tarecce to Bulgaria. On a dish from 
Corinth the cheetah has pierced spots.? 
Another Corinthian version, apparently immi- 
tating, imported carved porcelain or fritware, 
5 bathed in slip, making it entirely hite,? 
On a shard from the Athens agora, the scene 
is engraved rather than cut into the slip. There 
are several incomplete examples like the pres- 
ent work in cut slip at the Louvre, and an 
intact dish with the same composition 15 în 
the collection ot the Antalya Museum, en 
the southern coast of Turkey. 
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192, Plate with Lovers in a Garden 


Brzantine, late s2th-earhy 13th ceuture 
Engraved cur-slip rare 
H. 4.8 CM (LI, MAX. DIAM. 252cm (94) 


PROYENANCE; Excavaţed at Corinţh. 


COoNDITIOX: Hecomposed, mnth tillers, af six 

tra gments; the vessel has been returned tu its original 
dumensians, math an earlier restoratien removed, 
Archacological Muscum, Ancient Corinth, Greece 
EC] 


This lovers” idyil reigns as the most celebrated 
scene on Byzantine ceramic tableware, Yhe 
figures are usually — but not necessarily — 
understood as the epic hero Dipenes Akritas 
and the Amazon queen Maxirno. The same 
characters, with similar hairdos and cos- 
tumes, perhaps appear on a series ot related 
picces, mostlv fragmentar.” Here, Maximo 
sits trontally, enthroned on the lap ot her 
man, while he is seated in deferential three- 
quarter profile, her small feet accentuating 
his țarge ones, thrust into the lathe- or 
coimpass-drawn rim border.* Their merged 
torsos prefigure those on fifteenth-century 
Cypriot bowls that depict two heads and 
necks cn two shoulders.t Like Western 
European courtiers centuries later, elegant 
Byzantine warriors at the ra-elfth century 
sported long curls, 

The folding seat, derived from the Roman 
curule, denutes authority. Beside it, rhe 
sconng of a tree tnank recalls the white lines 


that verncally mark ornamental trees in painted 
manuscripts. The pruned trunk, the nn 
beneath the stool, and the fleeing hare sug- 
gest a cuitivated garden or hunting park. It 
1s unclear whether the peaked ribbons behind 
the coupie's shoulders represent a moun- 
rainous landscape, such as Adam and Eve 
sometimes inhabit, or tents, ar a version of 
the canopy that provides shade for people 
seated in gardens on possibhr imported Iranian 
ceramicş of the late vwelfth century. The 
suggestion that they are floating, sleeves is 
puzzling,€ though a female dancer waving 
an extended sleeve and a warrior with muli- 
tary sleeves slic under the shoulders ro dan- 
gle free of the arms do occur on Byzantine 
pottery. 

The suitor îs depicted as happy in che 
world, the annthesis of Adam mourning 
the less ot paradise (see cat. no. 1584). 
Vaniations of this scene appear on two shards 
excavated in Corinth and on a shard found 
at Sparta and now in the collection of the 
Museum Mistra.” In the Sparta fragment a 
falcon stands to the left of the stool, and the 
woman, in a pleated dress, approaches from 
the right. The theme of secular pleasure recalls 
the scenes represented on two siver-gult bowls 
discovered at Chermluv, Ukraine, and at 
Vil'gort, in the Urals.E There the man may 
be David in his Orphic guise, or an actual 
or fictitious person posed as David. He sits 
nearly trontally beside the woman, playing 


a harp and wearing; a three-pointeid head- 
piece while she turns, mournftul and bare- 
headei, ta listen. Charmed birds and animals 
surround the pair, he lovers on the pottery 
shards, however, belong among ceramic 
subjects devoted to entertainment and the 
pleasurable lite: dalhance, music, and 
falconry, 
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HELEN C. EVANS 


he Byzantine Empire during the Middic 

Byzantine centuries (843—1261) was not a 

monolithic state composed of one people and 

having a uniform culture; rather, its inhabitants 
and neighbors represented a rich mix of peoples. By the end 
of the internal civil war that had erupted over the Iconoctastic 
controversy — the fierce debate over the legitimacy of the 
use of images for worship —the empire's borders had been 
reduced to liztle more than the lands now comprising Greece 
and Turkey. Wirh the resolution of the controversy in 843, 
however, the recovery of the state began. In the era of expan- 
sion between the ninth and eleventh centuries, the empire — 
by political, religious, and military means — consolidated 
anew its position as a world power, as a result of which many 
peoples came to play important roles within the empire or 
within its sphere of influence. Indeed, it :s the diverse 
responses of these peoples ro the religious, cultural, and polit- 
cal standards of Byzantium that represent the most impor- 
tant and lasting, influence of the Byzantine Empire. 

The empire's expansion reached into lands connected to it 
by ancient traditions and into regions occupied by newly 
developing populations envious of its might and splendor. Io 
the north, neighboring lands were converted to Christianity 
and either forced within the empires boundaries as vassal 
states or ticd to it by political alhances. To the east, contacts 
with the Christian cultures of Georgia and Armenia were 
renewed, 'To the south, in the imperial lands lost to Islam in 
the seventh century, Orthodox communities, such as that ot 
the Monastery of Saint Catherine on Mount Sinai, were 
actively involved in the spiritual life of the empire. The arts of 
non-Orthodox Christian communities in the same region, 
including the Syrians and the Egyptian Copts, demonstrate 
that they too maintained contacts with the empire, as did the 
Crusaders from Western Europe, who came to the East to 
free the Christian Holy Land from Islam." 

These Christian neighbors, whether officially brought 
within the borders ot the empire or remaining or its fringes, 
were selective in their adoption of the empire's arts and cul- 


Cathedral ct Soarta Sotua, Kiey, ca. 1017=37. 
Photo: Bruce White 


ture, often transforming imperial standards to reflect rheir 
own traditions, By the end of the Middle Byzantine period, 
much of the empire's power and authority would be lost to 
these states. The most successful of these groups, the 
Crusaders of Western Europe, would complete their absorp- 
tion of Byzantine culture by taking substantial portions of the 
empire's lands, including, the capital, Constantinople, for 
their own. When the Byzantines were able to retake the capi- 
tal in 1261, another era of Byzantine history began. In this last 
valiant period the city of Constantinople, now essennally all 
that remained of the empire, would stand, until 1453, against 
the armies of Islam. But with the city's fall to the Ortoman 
Turks, even the dream of the imperium had ended.? 


By the Middle Byzantine era, all the territories north ot the 
empire were occupied by the Slavs, an Indo-European people 
xho originated in the Carpathian Mountains. Migrating to 
the west, those who settled in the lands of what are today 
Bulgaria, Ukraine, Russia, Albania, Serbia, Macedonia, 
Romania, and Belorus' became known as the South and East 
Slavs. Attracted to the sophistication and wealth within 
the empire, especially in Constantinople, they embraced its 
Church and culture, adapting them to their own ambitions 
and tradinons. Indeed, the successful conversion to Christianity 
of the Slavic peoples by the Byzantine stare, beginning in the 
mid-nunth century, has been called rhe most significant achieve- 
ment of the empire,* 

Most powerful among these peoples were the Fast Slavs, 
the Rus, who, while they maintained poiitical indepen- 
dence throughout the Middle Byzantine centuries, turned to 
Byzantium both tor their rehmon and for a model of courrly 
lite. The princes of Kiev, the greatest ciry of Rus), and their 
relatives as far north as Novgorod had no connections to the 
Greco-Roman traditions of the ancient past. They were, how- 
ever, aware of ihe Church ot Rome, of Judaismm, and of Islam 
when they chose to convert to the Church of Constantinople, 
finding in Byzantium the preeminent standard of civilization 
to which they could aspire. Iransnitted through Byzantine 
settlements in the Crimea (see cat. no. 203) and by wav of 
Bulgaria (sec cat. nos. 220-229), the Christian faith as prac- 
ticed in Constantinople was in 988 officially adopted by the 
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Tao Military Saints Slaving an Enemy. Relief, mul-uth-early 12th century, Cathedral of the Mrkhailis ki Zolotorerkhwi Monastere, Kc. 
State Tretyako* lallere, Moscow, Photo: Bruce YYhate 


people of Rus, along vatrh Byzantine courtly culture, as seen 
in the decoration of the Mykhaiiwvskyi Zolotoverkhyi 
Cathedral (Saint Michael of the Golden Domes) in Kiev.5 The 
rulers of Rus” were Vikings. Other Vikings, when they 
reached Constanrinople, became the palace guard (the 
Varangians) of the Byzantine emperors, thus extending the 
empire's influence, both directly and indirectly, to Scandinavia 
(see cat. nos. 323, 334, 335)-€ 

West ot Rus, Khan Boris, who as ruler of Bulgaria con- 
trolled much ot the Balkans, had been baptized by mission- 
aries from Constantinople in 864. As the Bulganans had 
decisively defeared the Byzantine arm in Srr, during; the last 
vears of the Iconoclastic controversy, the later conversion of 
Bons and us people was a significant step in brmging them 
within the empire's direct sphere of infiuence,” Although 
Christianity had been introduced in a limited way as early as 
the sixth century, it was the conversion ot Bulgaria that began 
the era în which the Slavs broadiy embraced the new faith. 
Via the Bulgarians, the Glagolitic alphabet and the lturgical 
language, Church Slavonic, were brought to Rus (see top 
ilius. on opposite page). The alphabet and language were 
developed by Saint Constantine the Philosopher (Cyril) in 
preparation for a mission to Moravia in 863 with hus brother 
Saint Merhodios.* Major scriproria were established at Pliska 
and Ohrid, where religious texts were translated from “areek 
into Church Slavonic. These scriptoria helped to spread 
Orthodox Christianity and Byzantine culture among, other 
Slavic communities. The rulers of Bulgaria also adopted the 
courtiv standards of Constantinople. Among, the works 
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imported there was an iwort icon of the popular Middle 
Byzantine theme of îhe Roimcesis (opposite page), now in a 
fragmentary state, whose animated figures are similar to those 
found oa the finest ivories of Constantinople (cat. nos. 5, 101).!9 
In 101ş the Byzantine emperor Basil Il conquered Bulgaria, 
forcing 1t within the empire. The Bulganans would remain 
witlun the borders of the empire, rising to positions of 
authorite and power, untii 1188, when they would once again 
attain their goal ot an independent state." 

Wrh the conquest of Bulgara, Byzantium was brought 
into direct contact with the Serbs. Although Byzantine mis- 
sionaties had converted Serbia (Rascia in Latin) in the mid- 
ninth century, frequent contacts began only after the inclusion 
Of medieval Bulgara sithin the empire's borders. Briefly a 
vassal state of Byzantium during the reign of Stetan Nemanja 
(ca. 1165/68—1196), Serbia soon regained its independence."? 
Nemanja's burial church at Smudenica (sce illus. on p. 276), 
with its combination ofa Byzantine dome over a longitudinal 
nave decorated with Western Romanesque elements, 1s evi- 
dence of Serbia's position between cultures în these cen- 
turies.'î During the Fourth Crusade (1202-4), Serbia was one 
of the border regions of the empire to successfully negotiate 
recognition trom the papacy as an independent kingdom. In 
1217 Serbia's ruler, Stefan the First-Crowned, was able to gain 
a king's crown from Pope Honorius III; in 1219 the Serbian 
Church was recognized as autocephalous by Byzantium, 
Serbia's peak as a political and culrural power, however, 
would not occur umil the fourteenth century, under King 
Stefan Uras IV Dusan (r, 1331-5$).:* Beyond Serbia, even the 
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Oid Bulgarian etielia ai (prayer book), 11th cenrurv, fols. şo, si. Monasterv at Saint Catherine, Mount Sinai. Photo: Bruce White 


Hungarians were brought within the orbit of Constantinople 
tor a time în the Middle Byzantinc period, especially during 
the era of King Bela III (1, 1172-06; see cat, no. 333), In his 
youth Bela was briey betrothed to Maria Komnene, heir of 
the Byzantine emperor Manuel I; as king of Hungary he was 
father-in-law to the Byzantine emperor Isaac I] Angelos 
(r. 1185-95; 1203-4). Ultimately, however, Hungary remained 
within the orbit of the Church of Rome and Western 
culture. 

Io the east of the empire's borders, inhabiting, the moun- 
tainous regions that buffered Byzantium and the West from 
the East, were the Georgians, an Ibero-Caucasian people, and 
the Armenians, an Indo-European people. Unlike the Stavs, 
both had long had ties to the Greco-Roman world as well as 
to the ancient cultures af the East. Converted to Christianity 
by the fourth century and inspired by the need to translate 
biblical texts, by the fifth century each people had its own dis- 
tnct alphabet, derived in part from that of the Greeks. Proud 
of their respective cultural traditions, both groups stressed 
cultural and religious continuity with their pasts. Thus, in the 
Middle Byzantine era the Georgians and Armenians preferred 
to build their churches in the styles developed during, their 
carliest Christian centuries (see illus. on pp. 276 and 277). 

While recognizing the religious authority of the Church of 
Constantinaple, Georgia resisted the empire's Expansion to 
the east, remaining an independent state. Many Georgianis, 
however, participated in the political and cultural life of the 
empire. The well-known poet John Tzetzes (ca. U1o-— 
ca, 1180/85) was a Georgian.” Maria of Alania (a common 





5! se 


F. A 


ME N m 










ME sore uram i mila 

aa ee ie rase PR 

puiu i aa i îi Pa 
Li Li 

aaa aa aice reia "EP 3 Lo SP ae 

Pe uit bec rinere e 

age f. = Ba dili îi: 


+ Fara Laura aria 7 


n dpoaru rara meg pu ini tem aa 









P m suma aere upeaie îe Laee 
matii camara Eat N Lira 

PE pt ia e pe rm pana fe ua ue pasat 

i ai sean a den ma ertrar cemia ma a 

pi Apa ani eseu ÎȚaa sama a Aokremg a 

iapa iata: i Aha mea si în Sire 

rea: prana area 









at 





Apostles ftom a Koimesis. Fragment af an ivorv icon, Constantinople, 
Ioth venture. Narsionalen Arkheologicheski Muzei, Sofia 


CHRISTIAN NEIGHBORS 


275 





Church af the Virgin, Studenica, Serbia (present-day Yugoslavia), 
atter 1183. Phato: Carol Krinsky 


misnomer for Georgia among the Byzantines; see illus. on 
p. 182) was the only non-Byzantine empress ot the elevenrh 
century. Wife first of Michael VII Doukas (r. 1071-78) and 
then of Nikephoros III Botaneiates (1. 1078-81), Maria may 
have fostered connecuons beveen Georgian and Byzanuine 
art, Byzanuine manuscripts and enamels were exported to 
Georgia, inspiring a tradition of enamel works with inscrip- 
tions in both Georgian and Greek (see illus. on p. 341). In the 
wwelfth century Georgia, like other ncighbors of the cmpirc, 
experienced an era of expansion, including, the occupation of 
Armenian territaries, such as the city of Ana.'9 

The Armemans, unlike the Georgians, did not acknovyl- 
edge the authority of the Church of Constantinople; refusing 
ta accept the decisians of the Council ot Chalcedan in 451, 
they remained independent in their relhgious development. 
During the ninth and tenth centuries Armenia was often 
polirically and culruraliy connected to the Byzantine Empire; in 
fact, many prominent members of the empire, including; the 
imperial family, were of Armenian descent (see cat. no. șș).2 
Within the same penod, known as the golden age of 
Armenian independence, relatively autonomous kingdoms 
flounshed m their homelands. In the last centuries of the 
Middle Byzantine era, these Armenian realms were overrun 
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Main church, Monastery of (iclari, Creorgia, rroc-—112ş. Photo: Robert 
Evans and Robm Long 


by Islamic, Byzantine, and Georgian armies.*? The Armenians 
long established within the empire were then joined by those 
forced inside us boundaries by the loss of their lands. The 
most successful in their resettlement were the Armenians who 
moved into Cilicia, on the southern border of the empire. There 
they created an independent state with a distinctive artistic 
tradition, successfully fusing new themes drawn from the 
Byzantine world with mons from the Latin Vest, creating, as 
their relatives in Armenia proper had done earlier, a manuscript 
tradition expressive of their own faith (cat. nos. 242, 243).% 
South of Culcia, during the Early Byzantine period, the 
vast area encompassing present-day Syria, Jordan, Israel, 
Egypt, Eduopia, and Sudan had been part ot the empire. 
Political ues berween Byzantium and the Islamic states that 
ruled these regions during the Middle Byzantinc years estab- 
lshed cultural interaction berxeen Islamic and Byzantine 
art.2* Furthermore, Byzantium retaned contact with the sur- 
viving, Orthodox Christian communities in these lands and — 
to a lesser cxtent—with those Christians outside the 
Ormnhodox world. Most famous of the surviving Orthodox 
communities were the Monastery of Saint Catherine on 
Mount Sinai and the Great Lavra of Saint Sabas ncar 
Jerusalem. Bo:h were centers of Orthodoxy, with scriptoria 


that continued to produce texts for at least much ot the 
Middle Byzantine era.% In the early eighth century Saint 
Sabas gaincd importance as the site at which Saint John of 
DDamascus, a member of an influential Arab-(.hristian tanuly, 
wrote what would be accepred vwitlun the empire as the 
Orthodox position in defense of icons (see cat, no, 24).%* 
The Early Byzantinc foundation of the Monastery of Saint 
Catherine was built on Mount Sinai, according, to legend, 
beside the burning bush that inspired the vision of Moses 
(cat, no. 250), In the sixth century a forufed site, which sur- 
vived the arrival of Islam in the isolated region, was built ar 
the base ot the mountain at the order ot Țustinian ]. the last 
great emperor of the first Byzantine centuries,. Early in the 
Middle Byzantme period, the body of Saint Catherine, a vir- 
gin martyred in Alexandna în the fourth century, was found 
on a nearby mountain peak and removed to the monastery, 
which then zook her name. In the succeeding centuries, as 
her fame spread and pilgrimages to Sinai increased, Saint 
Catherine became popular in both the East and the West.27 
Although situated in a remote location deep within territory 
lost by the empire to Islam, the monastery appears to have 
sustaincd a flourishing center of icon painting, in the vwelfth 


and th:rteenth centuries (cat. nos. 244-250). Thesc works, in 
a style reminiscent of the finest works of Constantinople 
(cat. nos. 65, 66), offer visual confirmation of the continu- 
ing importance ot the monastery within the Orthodox 
world during the Middle Byzantine era.2* 

The Synan Chnstians, the Coptic Church in Egypt, and 
the Ethiopian ans Nubian Churches, while theologically dis- 
tinct from the Church of Constantinople, nonetheless looked 
to the Byzantine Church as a central influence of the Chris- 
tan world, as seen in the fresco fragments from Qara, Syria 
Ullus, on p. 278).2* The incorporanion of Byzantinc religious 
images, such as the Anastasis, în Syriac manuscripts provides 
evidence of their continuing, contact with the empire in the 
Nhddle Byzantine centuries (cat. no. 254).% So, too, does the 
image of the Virgin bchind the bishop Marianos in a surviv- 
ing fresco ot the early eleventh century omginating far to the 
south of the empire in the Great Cathedral in Faras, Nubia 
(see illus. on p. 369).* The desecnption of the warm welcome 
to Constantinople extended to a Nubian king by the 
Byzantine emperor in about 1203* 15 recorded in the writing 
ot the Crusader Robert de Clari, whose presence signaled the 
fall of the city and the end of the empire's dominance.* 




















Carhedral ot Ani, Armenia (present-day 
Turkey), ca. 101. Photo: Thomas F. Marhews 
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Although the empire never relhnquished its claim to rule all 
the lands of the ancient Roman Empire, including che Latin 
West, its actual territory in that region durmy the Middle 
Byzantine centuries never extended farther than a tenuous 
hold on the southern tip of Iraly.:* Cultural relations with the 
Latin West, however, reached as far as Spain.* One route by 
which these contacts were established was by way ot the 
Crusaders. The First Crusade took Jerusalem on July 15, 1099, 
establishing the Latin Kingdom, which would rule the cat 
until 1187, a span of almast onc hundred years. There a scrip- 
torium was founded tbat fused Byzantine and Western tradi- 
tions of illumination (see illus. opposite and cat. nos. 259, 
260).** Similar interaction between thesc artistic traditions 15 
found in other centers that were influenced by the Crusaders, 
including, Sinai and Cyprus (cat. no. 263). Icons created in 
southern Italy after most of the Byzantine territory feli to the 
Normans in 1044 also combine Byzantinc and Western motifs 
(cat. no. 320). With the Fourth Crusade în the carliest years of 
the thirteenth century, the Laun fascination with the wealth 
of Byzanrium diverted the Crusaders trom their goal of recap- 
turing holy sites to that of the conqucest of Constantinople. 
When they came to occupy the capital of the Christian world 
in the East, the Crusaders dispersed 11s treasures and ended is 
role as a world leader.** 
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Between the ninth and rhirteenth centuries, honwvever, the 
Byzantine Empire was a great world power, setting such a 
high standara of civilhzation that it succeeded in converting, 
the Slavs to Christianity — thus direcely and indirect expanding 
its territories far to the north. For a time Byzantiurmn also exterud- 
ed its lands to the east, regaining influence over Armenian and 
Gcorgian principalries. Even as the Isiamic states to the cast 
and south, and the Latin states to the west, began to encroach 
on its territories, Byzantium maintained a level af culture that 
they and others aspired to cmulate. In the Early Bizantine era the 
empire's rcalm had encircled the Mediteranean basin; at its peak 
during the Ahiddle Byzantine centuries, however, the empire's 
sphere ot influence spread from its neighboring, Christian 
states to the north and cast to the Christian communities sur- 
viving, deep within its old temtartes to the south, now ofhaalhw 
under Islanuc rule.*? Wuthin those lands most Christians 
looked not to Rome but to the Church in Constantinople as 
a cultural modei, even when it was engulfed by relhgious con- 
troversv. The collapse of the empire would leave the descen- 
dants of those who had lived within is borders and 
im mediate environs writing in six alphabets — Greek, Crulic, 
Georgian, Armenian, Latin, and Arabic—and speaking manv 
languages, but it would lease them also forever mspired by the 
art and culture ot Byzantium during its centuries of greatness. 


Left: Evangelist. Fresca, 1100-1200, 
Monaster” Church ot Mar Yacub, Qara, 
Svria țcat, no, 257), Photo: Dhrectorate 
Creneral of Antiquities and Museums, 
Dharnascus 


Right: The Threc Mares at the Tomb. 
Illustration trom Qucen Melisende's 
Psalrer (cat, no. 239) 
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he most decisive testimony to the authority and 

vitality of Byzantine culture during, the Middle 

Ages is the expansion of its influence to Kievan 

Rus, a large and powerful stare thar emerged 
in Eastern Europe in the second half of the ninth century. 
Although its borders fluctuated, the vast Kevan Rus territo- 
ry extended from the steppes north ot the Black Sea to the 
regions beyond the upper Volga River and Lakes Ladoga and 
Onega. These lands were sertled by the East Slavac tribes in 
the fifth and sixth centuries, when the sedentary Slavic peo- 
ples began to disperse from their original homeland north of 
che Carpathian Mountains in the Wista (Visrula) Valley and 
the Prypiat marshiands.! 

The rivers linking the Baltic and Black Seas played an 
important role in the rise to prominence of the Kuicvan Rus 
state. By the mid-ninth century the Varangians from Sweden 
and Gotland were making, their wav to Byzantium along, the 
rivers that connect the Baltic Sea to the Dmpro River, which 
in turn provided access to the Black Sea and Constantinople. 
Along, this route the Varangians set up trading and commer- 
cial outposts among, the Fast Slavic settlements. 

The formation of the Kievan Rus” state 1s associated with 
the development of Kiev, the most important of these cen- 
ters, which served as the capital of Rus and is the present-day 
capital of Ukraine. From Kiev the Rus realm gradually 
expanded to encompass the East Slavic tribes living in areas 
that are today parts of Ukraine, Belorus;, and Russia. Kuev, 
strategically located on the steep banks of the Dmpro Biver, 
was the key point of contact between the Rus state and the 
Ryzantine Empire and, in the tenth century, the nucleus for 
the conversion of the East Slavs to Byzantine Christianity. 

The Rus not only engaged in trade with Byzantium but 
also launched attacks on Constantinople and participated in 
Byzantiurr's military campaigns. A successful expeditian against 
Constantinople in 860? and another in the early tenth centu- 
cry, headed by Prince Oleh (d. 912), the first Kievan prince 
confirmed by historical record, helped secure the rights of 


Cathedral of $wiata Sofa, Kiev, ca. 1017-37. Photo: Olenka Z, Pevny 


Rus envoys, merchants, and mercenaries in the Byzanune 
capital. 

The Arst Christian ruler of Kiev was Princess O/Pha 
(d. 969), the wife of Prince Ihor (d. 945) and regent from 945 
to 960. În an attempt to further political relations with 
Byzantium, Princess Olha traveled to Constantinople and 
was received by Emperor Constantine VII Porphyrogennetos 
(r. 9435-59). For the Rus” this event came to symbolhze the ele- 
vated status of the Kievan state. A fresco in the south stairwell 
tower Of Kev's eleventh-century Cathedral of Sviata Sofia 
(Saint Sophia), the most important ecclesiastical foundation 
of Rus, captures the imperial pageantry of OLha's jour- 
ney.+ Rus chronicles imply that OPha was baptized in 
Constantinople in a service performed by the patriarch and 
that Constantine VII scrued as her godtather: Both rhe 
eleventh-century fresco and the chronicle accounts ot OPha's 
visit date to the time when Kievan Rus” was under the deca- 
sive cultural influence of Byzantium. However, the “byzanti- 
nization” of Kicvan Rus” was a gradual and filrered process, 
which was never all-pervasive. Unlike the Balkan Slavic states, 
Kevan Rus lay not only beyond the existing border of the 
Byzantine Empire but also outside the boundanes of the 
old Roman Empire. It was therefore removed from the 
Greek and Roman classical foundations of Byzantine culture. 
Moreover, Kievan Rus' was subject to a broad range of local 
imperarives and vying foreign influences. It is noteworthy 
that after msiting Constantinople, Princess OlPha dispatched 
envoys to Otto L, the German king proclamed emperor by 
Pope John XII, to request that a bishop and priests be sent to 
Rus'* Although this mission was not successful, subsequent 
Kievan Rus” rulers continued to nurture multiple internation- 
al contacts, During the eleventh and twelfth centuries the few 
Rus'-Byzantine princely marriages were ocutnumbered by 
important princely unions with other foreigners, among 
whom were the kings of France, Norway, and Hungary.” 

Notwithstanding, his mother's Christian faith and his col- 
laboration with Byzantine forces in the military campaign 
against the Bulgarian kingdom, OLha's son Prince Sviatoslav ] 
(r. 960—72) continued to follow rhe indigenous animistic 
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faith.* It was Princess Olha's grandson Grand Prince 
Volodymyr (1. 980-015) who, in 988, established Byzantine 
Christianiry as the state religion of Rievan Rus”? The Povesz 
premennykh tet (Tale of Bygone Years)!" records that the mes- 
merizing beauty of the Byzantine lirurgy and the over helm- 
ing splendor of the architecture and decoration of Byzantine 
churches convinced the emissaries sent to Constantinaple 
by Grand Prince Volodymyr to recommend the Byzantine 
Orthodox faith ro their own people." Volodymyr, who 
wished ro share in the wealth, prestige, and might of one af 
the foremost civilizations of the time, was baptized and then 
married Anna, the sister ot the Byzanrine emperor Basil Il 
(r. 976-025). A metropolitan see subordinate to Constantinople 
was established in Kiev,” and the Byzantine priests and mas- 
ters who foliowed brought with them icons, relics, liturgical 
books, and other paraphernalia.? In Kiev, Byzantine archi- 
tects and builders construcred the large masonry Desiatynna 
(Tirhe) Church (sce cat, no, 193), to which Volodpmyr dedi- 
cated one tenth of his revenues.:* In imitation of Byzantiuni, 
the grand prince issued goid coins stamped on the obverse 
with the image of Christ and on the reverse with his own 
portrait. 

The undertakings of Prince Iaroslav Mudryi (1. 1036-54), 
the son of Grand Pnince Volodymyr, further document the 
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Uhnstr Pantokratar. Dome mosaic, 
ca. 1037, Cathedral ot Siara Sofia, 
Kiev. Phato: Bruce YYhite 


Church Fathers, Illustration from the 
Izboriuk Swatosiava, Kievan Rus, 1073. 
Mosco'w, State Historical Museum, 
GIM, Sin. 10423 [Sin. 31-d], fol. 3. 
Photo: Bruce White 





dominant role of Byzantine tradition in the development of 
the ecclesiastical culture of Kievan Rus. This prince modeled 
the expansion of Kiev on Constantinople, extending the city 
walls and erecting the Zoloti Yorota (Golden Gate), which 
served as the main entrance to the capital, paralleling the 
Golden Gate of Constantinople. He founded such structures 
as the Cathedral ot Sviata Sofia (see illus. on pp. 272 and 280) 
and churches dedicated to Saint George and Saint Irene, all 
counterparts of famous Constantinopolitan foundations, By 
che eleventh century some Western prelates described Kiev as 
“the rival of Constantinoplep while others mistakenly assumed 
It to bc one ot Byzantium's foremost cities. 5 

Of all Prince Iaroslav” foundations, only the Cathedral of 
Swiata Sofia survives.:* Its Middle Byzantine cross-domed 
core was expanded by the multiplication of bays and apses ro 
create a structure with five apses and thirteen domes sur- 
rounded by galleries and incorporating stairwell towers, 
While the architectural vocabulary is Middle Byzantine, the 
overall pyramidal structure, with its heavily compartmental- 
ized internal space — combining an cxpansive central crossing 
with narrow, soaring, units, cubical domed bays, abbreviated 
aisles, and a swecping, gallery — is Kievan. Mosaics, the most 
expensive form of monumental decoration, adorn the 
church's interior, covering the dome, the central apse, and the 
four arches of the central crossing. Frescoes fill the remaining 
walls. The expansive surtaces of the buildings walls provided 
room not only for the depiction of events from the life of 
Chnst and far images of individual sainis but also for cyclical 
representations of the life ot the Virgin, of the apostles Peter 
and Paul, and ot Saint Creorge, as well as scenes ot the deeds 
of the archangels. Such extended narrative cycles became a 
recurring feature of Rus church decoration, 

As in the other Slavic states, the Greck language was a cul- 
tural barrier berween Byzantium and Kievan Rus” In the 
mid-ninth century, however, Constantine the Philosopher 
(Cyril) and Merhodios, the Byzantine missionaries to 
Moravia, and later their disciples, using the Glagolitic and 
Cyrillic alphabets, undertook the first translations of texts 
into Church Slavonic, compiling a select corpus ot transia- 
tions that the Rus appropriated and further expanded.! 

Grand Prince Iaroslav established a scriptorium in Kiev far 
the copying, translating, and writing ot books in Church 
Slavonic. Unfortunately, no manuscripts attributable to this 
scriptorium have been identilied. The earhest dated Rus 
manuscript is the Ostromir Lectionary of 1056-57 (cat. no. 198). 
The first extant dated nonliturgical Rus” manuscript, the 
Izborntk Sviatosiava ot 1073, made for Grand Prince laroslav's 
son Prince Sviatoslav, is a Rus copy ol a Greek florilegium 
based on a Bulgarian intermediary text.!* 

Throughout the clevenrh and rwelfth centurics, ecclesiasti- 
cal and cultural contacts berween Byzantium anl Kievan Rus” 
continued to flourish, and the Byzantine presence in Kievan 





Saint Demetrios. Mosaic, ca. 1173, from the Cathedral of the 
Mykhails'kyi Zolotoverkhi Monastery, Kiev. State Trewpakov 
Gallery, Moscow. Photo: Bruce Wlute 


Rus' developed a distinctive character. In 1073 Constanti- 
nopolitan masters built—and decorated with mosaics and 
frescoes — the Uspens'kyi (Dormition) Cathedral at the 
Kyievo-Pecherska Lavra (Kiev Monastery ot the Caves), the 
main church of the tforemost monastic establishment of 
Kievan Rus': "The three-bay-wide, triapsidal, domed-cross 
form of this influential church became widespread in Rus 
from the lare cleventh to the relfeh century.2 Once of the ear- 
liest and most important churches that closely resembled the 
Uspens'kyi Cathedral was the Mykhailivs'kyi Zoloroverkhyi 
Cathedral (Saint Michael of the Golden Domes) in Kiev, 
founded by Prince Sviatopolk Iziaslavych (r. 1093-1113) in 
1108. As in the Uspenskyi Cathedral, the lavish use of mosaics 
to decorate the interior revealed the prestige of the new foun- 
darion.* Kiev, at the height ot its power during the elevenrh 
and carly twelfeh centuries, was the ouly Rus cite with 
enough wealth to support the art of mosaic decoration. 
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Virgin of Vladimir. Icon, Kievan Rus, 1rth-—r2th century. State 
Tretyako* [ralleri, Moscow. Phato: Bruce White 


Working alongside Byzanrine artisans, the Rus learned 
varicil crafts and became estecmed masters themselves.” 
Revered ecclesiastical foundations in Kiev, highly prized Rus 
manuscripts, and locally venerated icons joined Byzantine 
works as models for Rus architecture, manuscripts, and 
painting in the late eleventh through the early thirteenth cen- 
tury. Replicas of the Uspenskyi Cathedral at the Kyievo- 
Pechers'ka Lavra were buult in Rostov and Suzdal' in the 
welfth century.?* Ihe Mstislav Lecrionary, a manuscripr 
composed în the northern Rus” city of Novgorod in the early 
wwrelfth century, closely resembled the Ostromir Lectionary.*”* 
In addinon, locally revered icons such as the Virgin of 
Vyzhhorod— now called the Virgin of Yladimir— were 
repeatedly copied, 

Moreover, during the elevenrh century, the ranks of the 
Byzantine saints commemorated in the Rus Church came to 
include the first Rus” martyrs, Princes Borys and Hlib,26 vic- 
tims Of a fratricidal feud over the Kievan throne. Sinulariy, the 
grand prince Yolodymyr and his grandmother Olha were 
viewed as apostles of the Christian faith on a par vath 
Constantine the treat and his mother, Helena.2 
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Saints Barys and Hlb. Icon, Kievan Rus, late 12th-early 13th century. 
Fac Museum ot Bussian Art, Fac. Photo: Serhu Marchenko 


Admunistratively, Kievan Rus' was a conglomerate of 
distinct and independent principalities tenuousiy linked by 
language and religious and cultural bonds, as well as by eco- 
nomic, political, and dynastic ties. In the mid-eleventh centu- 
ry therc were eight principaliries: Kiev, Chernihiv, Perceiaslav, 
Halych-Volyn;, Polatsk, Smolensk, Rostov-Suzda! (later 
Vladimir-Suzdal), and Novgorod. Each had its own ruler, 
who was usually an offspring of the grand prince of Kiev and 
was under his overal! authority.2 In zhc course of the rwelfth 
century, princely riwvalry for the Kuevan throne and the con- 
stant incursions of the nomadic tribes who inhabired the 
southern steppes contributed ro the decline of Riev's central 
authority and to the fragmentation of political power among 
its disparate principalities, which were increasing, in number. 
After the reign of the grand prince of Kiev Volodymyr 
Monomakh (1113-25) and of his son Mstyslav (1125—32), cities 
such as Novgorod, Halych, and Vladimir, which were poliri- 
cal, cultural, and commercial centers af the leading, principal- 
ities, escalared in power and importance. The culture of these 
cities was grounded in the Kievan tradition, but jocal condi- 
tions, aesthetic preferences, and available materials, as well as 


specific foreign influences and the selective appropriation of 
the Byzantine heritage, all contributed to distinctive regional 
traits in the arts and architecture. 

Novgorod, iocated along the upper Volkhov Ruver in 
present-day Russia, was one of the oldest Rus cities, second 
in prominence only to Kiev. In the system of succession based 
on seniority established by Prince Iaroslav Mudryi, upon the 
death ot the grand prince of Kuev his eldesi son and successor 
became ruler not only of Kiev but also of Novgorod and that 
city's surrounding dependencies. Thus, from the ume ot the 
formation of the Rus” state through the eleventh century, the 
two great Rus” cities were intimately connected. At the same 
time as he commissioned the Desiatynna Church in Kiev, Grand 
Prince Volodymyr ordered rhe construction in Novgorod af 
a wooden church with thirteen domes, which was to be ded- 
icated to Holy Wisdom (Sophia means Wisdom).*? Between 
104$ and 1062 the son of Prince Iaroslav Mudryi, then the 
ruler of Novgorod, replaced the wooden structure with the 
still-extant large masonry Cathedral ot Svrataia Sotua, whose 
core is a simplified version of its Kievan counterpart.2* 

Novgorod's northern location made it an important center 
ot trade with Scandinavian cities. În the twelfth century it 
became a member of the Hanseatic League, a commercial 
network of German cities, and developed a republican form 
of government in which power rested with the merchant elite 
rather than the prince. The growth in trade was accompanied by 
a flourishing of rhe ans, including metahorking (cat. no. 197), 
manuscript illumination, and icon painting. Unlike the large 
eleventh-century foundations, many of the numerous small 
churches built in the twelfth century were founded by pri- 
vate individuals or groups of merchants. These churches in 
Novgorod and in closely associared cities, such as Pskov and 
Staraia Ladoga, were constructed of brick and odld-sized 
blocks of local stone, their interiors decorated with fresco 
programs that are Byzantine in style and iconography. 

Halych, located on the Dnister River in present-day west- 
ern Ukraine, was another Rus city that rose in prominence as 
an independent center in the early rwelfth century. By the end 
of that century it served as the seat of power for the rulers of 
the united Hatych and Volyn principaliries, who on occasion 
were able to exert their control over the Kievan throne. 
Halych maintained extensive relations with Byzantium and 
with Western Europe through Hungary and Poland." 
Although Byzanrine in plan, the churches of Halych were 
built of evenly cut blocks of limestone and incorporated such 
Western elements as deeply recessed portals, corbel-table 
friezes, and architectural sculpture. Halych was also an 
important center for the manufacture ot ceramic wares (see 
cat. no. 219)* and for the preparation of Slavonic translations 
Of Byzantine literature (see cat, no, 200). 

Yer another increasingly powerful and distinctive region 
evolved in northeastern Rus” encompassing the principaliries 


of Vladimir-Suzdal and Rostov — areas that are the heartland 
of modern-day Russia. Although these principalities were 
allied with Kiev through dynastic ties, by the mid-twelfth 
century Prince Andrei Bogoliubskii attempted to transcend 
Kievs status by establishing Vladimir as the new capital of 
Rus. The extant architectural monuments in the Vladimir- 
Suzdalian region display both a continuity with the Kievan 
tradition and a marked departure from it. The cross-domed 
plan ot Vladimir-Suzdalian churches, such as the Dmitrievskii 
(Saint Demetrios) Cathedral in Yladimir (see illus. on next 
page). completed between 1194 and 1197, ultimately is 
derived from the plan popularized by the Uspenskyi 
Cathedral! at the Kyievo-Pechers'ka Lavra, Lhe hmestone con- 
struction, small size, cubical form, and steep proportions, as 
wcll as the architectural sculprure, however, are hallmarks of 
Vladirur-Suzdalian architecture. 

The one clear attempt to estabhsh a new Rus capital in 
Vladimir, masterminded by Prince Andrei Bogoliubsku in 
1169, failed.3* Because of its political and cultural prestige and 
despite princely feuding, Riev remained the secular and eccle- 
siastical capital of Rus until it fel! ro the Mongols in 1240. 
Throughout the mwelfth and early thirteenth centuries, the 
city continued to maintain close ecclesiastical and cultural ties 
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Cathedral ot Sviatata Sofua, Novgorod, ca. 1045-62. Photo: 
Bruce Whate 
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Drutrievski Cathedral, Yladurmuar, ca. 1taq—g7. Photo: Bruce White 


with Constantinople. Patriarchally appointed hierarchs from 
Byzantium headed the metropolitan of Kiev, and monuments 
constructed in Kiev and the closely associated centers af 
Chemihiv, Kant, Volodymyr-Volyns'ky, Smolensk, and 
Polatsk continued to refer directly to Middle Byzantine archi- 
tecture. The all-bniek construcoon of these monuments, with 
engaged columns tepped by arched gables, finds parallels 
in the tenth-century (.onstantinopolitan (.hurch of the 
Hivyrelaon (Bodrum Camil).% While a number of wweltth- 
century monuments survive in the cities that were closely 
associated with Kicv* only onc rweltth-century structure 
remains extant in Kiev itself—the Kyrylivs'ka (Saint (yril) 
Church. Built in the 116os by Princess Maria Msryslavivna, it 
has one of the most complete extant programs of Rus church 
decoration. The innovative cycle ot the Life of Saint Cyril of 
Alexandra, which decorates the south apse, testifies to the 
creative adaptation and expansion of the Byzantine artistic 
trachition in twelfth-century Kuev.39 

The Mongol invasions of 1237-40 dealt the final blow to 
Kuev's central authority. After the capital succumbed to the 
Asiatic nomads in early December 1240, Novgorod, Halych- 
YVolyn, and Vladimir-Suzdal' emerged as independent princi- 
palhties. Although both IHalych-Volyr” and Yladimir-Suzdal 
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Cathedral of Saints Borys and Hlib, Chernihiw, ca. 1123. Photo: 
Bruce YYhite 


attempted to restore some sembiance ot the Kievan state, 
neither was able to maintain the fragile unity once sustained 
by Kiev. Infighiing among the principalitics and the assaults 
ot the Mongols in the east and the Ieutome Knights in the west 
prevented the Rus from talung advantage oi Byzantium'$ 
weakened posinon following the Fourth Crusade. 

Kievan Rus” was thc largest of those Slavic states that 
accepted Byzantine Chnstiamty and deveioped a cialogue 
with Byzantium, and it was the only one that did not become 
politicaily subordinate to Byzantium. Kievan Rus was far 
enough away from Byzantium to partake in the cultural and 
ecclesiastica] achrevements of Byzantine civilization without 
being, militarily or pohtically threatencd by the cmpire. 
Moreover, Kievan Rus was an expansive domain inhabited 
by at least thirteen East Slavic tribes. Its great size made for 
considerable regional difierences and fosrered a variety of 
local alhances. Commercial and diplomanic contacts with the 
Eurasian steppes, the Baltic North, and the Latin West made 
Kucvan Rus a wealthy, powerful, and respectred rival of 
Byzantium. Just as Byzantium would not fully recover from 
the Latin occupation of Constantinople în 1204, thc loose 
coheșion of the Kievan Ru$ state was never restored after the 
fall ot Kuev ro the armies of Batu Khan in 1240. 
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Life of Saint Cyril of Alexandria. Fresco cyele, ca. 1160-69, Kyryliws'ka Church, Kiev. Photo: Bruce White 
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193. Mosaic Floor from the 
Desiatynna Church, Kiev 


Kievan Rus (Kiev), ca. 996 

stone mosaic: white marble, porphiry, verd antique, 
spotrec marbie, anu possibli some glass 

175 * IO4 X 10 CM (68 X 41 * 410) withour frame 


CONDITIGN:; A few picccs arc missing; a partial 
restaration may have occurred in the ninctecnth 
CENTUrȚ, 
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PROYENANCE: Desiatenna Church, Kuew; frag- 
ments taken to the (_athedral at Sviara Sora, Kiev, 
Ir 1935. 

Nauonal Architectural € amserțarion Area “Saint 
Sophia of Kies,” Kiev, Ukraine (UFAA MA 584) 


The fragment af opus sectile pavement 
comes from the central crossing; of the 


Desiarynna (Lithe) Church in Krev, the earhest 





recorded masonry church in medieval Rus, 
The church as completed by Creek mas- 
ters in 996 but destroved by che Tatars in 
1240. Lhe panel is thus an important testa- 
ment to the immediare impact of Byzantium 
on Kievan Rus following its conversion to 
Christianity under Prince Volodymyr in 98ş. 

Known only trom its excavated founda- 
tions, the Desiaryrina Church was constructed 
of brick in the Constantinopolitan manner, 
and the interior was lavishly decorated. The 
crossing was apparenily topped by a dome 
that was approximately 20 ît. in diameter, 

The simple mosaic floor was executecd in 
several ditterent colors of marble arranged in 
a harmomous, raciating geometric design. 
The omphalos pattern conforms to several 
examples of Hoor mosa:c from Constantin- 
ople in the same period. Marble panels and 
mosaic appeared only în the main nave and 
in the bema, whereas the remainder of the 
church fluor was paved with glazed ceramic 
riles. Nevertheless, rhe use ot marble in Rus 
at this early date was unusual and impressive — 
so much so that the church was called the 
Marble Church. 

The floor panels were removed from the 
ruins of the Desiarymna Church in 1824—26 anl 
subsequently installed in a new church con- 
structecl at the same site. When the nineteenth- 
century church was dismantied in 1935, the 
remaining two fragments of the floor were 
taken to Kiev's Carhedral of Sviata Sofia 
(Saint Sophia). 

RO 


LITERATURE: Karger 1954-61, vol. 2, pp. off, 
esp. $6-sp; Schăter 1973-7q, PE. Lp7—210, E5p. 210; 
Mango 1974, p. 324. 


194. Capital from the Cathedral of 
Sviata Sofiia, Kiev 

Byzanune? 7 Kievan Rus? (Chersonesus?/ Biev?), rIth 
centur 


Marble 
40% 43% 43 CI (0 x 16 6 in.) 


COoNDITION: Lhe comers and edgzes are chipped 
arul warn. 


PEOFENANCE: Excavated at the Cathedral ot Swiata 
Sala in the nineteenth Century. 


National Architectural Canscrration Arca “Saint 
Sophia ot Eacy, Kicv, Ukraine |SMAA 15/19 [1123]) 


This capital is once of the many marble trag- 
ments of church turnisbings discovered clur- 
ing excavations in the Cathedral of Sviata 
Sofia (Saint Sophia) in Kiev. In additien, 
five other capitals as well as fragmentar 


marble plaques, cornices, columns, dtoorsteps, 
balusrrades, and epistyles were found. 

The cubical capital tapers into a circular 
base, which would have allowed it ro fit on 
top ot a round column shatt, This capital 
and the five other suriving ones probably 
were incorporâted, along varh the columns 
on which they rested, into a marble templon 
screen that separated the sanctuary from the 
cross-shaped nave;? it would have been sim- 
lar to the templon barrier still in situ in the 
kathoiikon at the Monastery of Hosios Loukas 
in Phokus, Greece (see illus. on p. 20). 

The motif of a cross flanked by leafy vines 
decorates Two opposite sides of the capiral, 
and a stylized leat appears on each of the re- 
maining siiles. This ornamentation parallels 
rhar of elevenrh-century Byzantine marble 
capitals, as, for example, those in the arfo- 
Hikon at Daphni, near Arhens.? 

While there is no marble quarry în the 
vicinity ot Kiev, early descriptions and arch- 
aeological evidence indicate that the most 
prominent Kievan churches from the tenth 
to the twelith century were richly decorated 
with marble furmshings.* Father the sculp- 
tural and architectural details or the marble 
blocks trom wluch they were carved were 
imported from Byzantium, perhaps via the 
Byzantine city of Chersonesus on the Crim- 
ean peninsula, Marble capitals ot similar 
shape and design dating from the sixth to 
the ninch century have been excavated at the 
site of this medieval city The Popest pre- 
mennyel let (Tale of Byponc Years) records 
that Grand Prince Volodymyr ot Kiev 
(E. 980—1013) imported icuns and liturgical 
vesscls from Chersanesus after his baptism.* 
[t :5 possible that marble church furnislungs 
newly commissioned or remaining from 
earlier monuments also were transported 
ta Kiev. 

On the other hand, remains of a sculprure 
workshop thar produced marble carvings 
and other architectural dețails, uncovered 
in the vicinity of the Desiatynna (Tithe) 
Church in Kiev, provide evidence of local 
craftsmanship.” Moreover, extant reliețs 
carved in an uligenous stone (see cat. no, 196) 
document the existence of a Kicvan school 
versed in Byzantine sculptural matits. 

OzP 


1. Ainalo goi, pp. şi-au. 

2. Lt als has been sugpesred rliat the capitals were 
part of a ciboriurm. see Lashkare 1883. pp. ag 37; 
A, tarabar 1976, p. 83. 

3. A. Grabar 1976, pl. xxxuub, 

4. Seventecnth-century descriptions af the sites in 
Kie* document the impressive use ut marble to 
sdarn the interior of the Cathedral of Sata 
Sofiia. Traveb of Marcarite 1829-36, p. 225, 

ş. See Moscow 1991, pp. 19, 69. 
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6, PSRL, vol. 1, p. 50. 
7. Kheoika 1914, pp. 6a-70. 
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Perastenka 1954, pp. &5-ăg, g4-aș; Karger Tasă-—fn, 
val. 2, p. 206; Bazhan et al. 1966, p. 225, Asieiev, 
AMsserstvo, 1969, p. 200, pi. 103; Pursko 1983, pp. 127-42. 


195. Mosaics from the Cathedral of 
the Mykhailivs”kyi Zolotoverkhyi 
Monastery, Kiev 


A. The Apostle Thaddeus 
KEievan Rus (Kiev), ca. 1108—13 
Mosaic: gold and pass resserae 
299 x 109 cm io ft.o%in, x. sin. 


ÎNSCELBED: DA OAAEOC [Saint Ihaddeus) 


CeNDITION: The rmosaic 15 Faurly well preserved 
except for an area of the tunic above the apostle's 
right toat; small losses ta gold ground are restored:; 
some grreen- grcaund tesserae are reset, the inscriprian 
has been moved trom above the nghr shoulder ra 
crrer the left shoulder ci the apastle. 


B. The Deacon Stephen 
Eaevan Hus” (Kiev), ca. 1108—12 
Mosalz: pald and glass resserae 
231 X 134 CM (91 X 52% in.) 


ÎNSCRIEELD: O A CTEG/ANOC (Sant Stephen) 





CONDITIUN: There are small losses o The |id of 
the pyais and to che ground between the figures tzet; 
lost tesserae în the gold ground, cet, lower vestment, 
anul chist area are restore. 


C. COrnamental Border 
RHueyan Rus (Kuceyi, ca, D513 
Mosaic: gold and glass tesserac 
74 1 134 CI (281 X 523% In.) 


LONDITION: Individual and small groups ot 
tesserae are missing; more subsrannial losses occur 
along the upper and lower borders. 


D. Ornamental Border 
KEievan Rus i Kiev), ca, 1083-13 
Mosaic: gold and glass tesscrac 
80% 143 CM (274 X s6!A in.) 


CONDITION: Lhere are ao areas ot loss 1n the 
plant motif at țhe far right and mort substantial 
lcxsses In the lomer borăer. 


PROYENANCE: Eecmoved from clu: wall: at the 
central apse ot he Cathedral of the Mskhaliwskm 
Zolotoverkhyi Monastery, Kiev. 1934. 


Narional Archirectural Conserearion Area “Saint 
Saphia ot Kiev” Kiev, Ukraine (A: mzh 18; 
B: MZh 139; C: MZh I9e4 DI: MzZh 131) 


These mosaic figures and ornamental bar- 
ders all once adorned the central apse in 
the Cathedral of the Mykhailivs'kyi 
Zolatoverkhyi Monastery (Saint Michael 
af the (xalden Domes), one of the largest 
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and most lavishly decorated churches in Kaev. 
The cathedral was founded by the Kievan 
prince Sviatapolk Iziaslavych (r. 1093—r113) 
on July 11, 1108; arud must have been com- 
pleted pnor to April 1113, when the prince 
dicd and was buricd in the church.” It is 
possible thar the Kievan prince built the 
church, which he dedicated to his patron, 
the archangel Michael, in honor of his victo- 
ries over the nomadic Cumans living, on the 
steppes north of the Black Sea. In addition 
to his tomb, the church eventually housed 
the tombs of the prince's wife* and ot two 
other Kievan Rus princes, as well as the 
relics ot Saint Barbara.” 

That Prince Swiatopolk spared no expense 
in building and decorating the cathedral 15 
evident trom the appellation “ot the Golden 
Domes, which was accorded 1he church in 
the îwelfth centurț.”"The gold-and-glass mo- 
saics in the interior rivaled the splendor of 
the gilded domes of the exterior. Mosaics 
covered the centraj apse and probably the 
central dome, while trescoes decorared the 
remaining, wails and piers ot the church, 

Unfortunately, the expanse ot the mosaic 
decoration as well as the range of subjects 
depicted can be reconstructed only trom de- 
scriphons. The few mosaic and fresca com- 
positions that survive were salvaged hastily 





by cxperts trom the Mosaic Section of the 
Academy ot Sciences in Leningrad durinz 
the brutal demolition ot the church ar the 
order ot the Soviet regime in 1934; most of 
these works are now housed in Kiev in the 
Cathedral of Swiata Sofiia (Saint Sophia), with 
a tew objects in che State Tretyakov Gallery 
în Wioscow (see illus, on p. 283). 

A sense of the mesmerizing effect and the 
jewrel-like qualiti of rhe omginal mosaic pro- 
gram of che sanctuar ot the Cathedral ot the 
Mykhailyskyi Zolotoverkhyi Monastery 
may be glcaned from the elcventh-cennurY 
Cathedral ot Sviata Sofua (see illus. on p. 272). 
In both, the apse was decorated with the 
Virgin Orans, in the conch; the Encharist, 
showing, Christ distributing; wine and bread 
to the Twelve Apostles, in the nuddle regis- 
ter (sec illus. opposite);s and frontally de- 
picted prelates in the bottom register.” The 
decorative program served as a visual exege- 
sis on the liturgy and included the archetypes 
tor the ranks of the ecclesiastical hierarchy 
that presided over the actual liturgica] ser- 
vice set in the church. 

On each of the south and north walls 
fianking the apse, tour more apostles were 
portraved on the same level as the Eucharist 
mosaic, În addition to that composition, 
only the apostle Thaddeus fram the south 
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wall and tragmentary remains ot the arher 
seven apostles survive.'* The aposcle Thad- 
deus, idenuificd by a Greek inscription over 
hus left shoulder, 1s depicted as young, with 
short, cropped hair; he wears sandals and 

a yellowish white himation over a green 
chiton decorated with maroon and gold 
clavi, Although he 15 not among the rielve 
fizures receiving the bread and wine from 
Christ in the Eucharisr mosaic, the Gospels 
ot Mark and Matthew note that Thaddeus 
belonged ro Christ's original group of relve 
aposeles." His position fAanking rhe Fucharist 
extends che theme ot the apostolic origin 
of the Church to the side walls of the sanc- 
tuar apsc. 

Beyond the apostle Thaddeus, on the 
north face of the south pier traming the sanc- 
tuary, was the deacon Stephen dressed in 
the vestments ot his clerical rank— a white 
sticharton and an orarton over the left shoul- 
der, He swings a censer with his right hand 
and carries a pyxis (circular container) in his 
left, According to tradition, Stephen was the 
trst Of the seven deacons ordained by the 
aposties. Deacons, who assist the priest 
during the hturgy, use incense to venerate 
Christ, the Yurgin, and the individual saints 
represented on the icons and to expel the 
evil spirits from the church, In the liturgical 
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procession, deacons carry the patens with the 
Eucharastic bread when it is brought to the 
altar along; with the wine. It has been proposed 
that the pyx:s held by the deacon Srephen 
served as a receptacle for the Euchanstic 
bread."* However, in (Constantinople incense 
was also carried in the Eucharistic proces- 
sion,!* Iv is more likely har the deacon 
Stepherms pyxis contained incense for the 
burner that he swings. The actions of the 
comparably dressed deacon attending in 
che actual liturgy performed in the Cathedral 
of the Mykhailivs'kpi Zolotoverkhyi Monastery 
would have provided an imimediate parallel 
for the mosaic image of Stephen, clearly 
underscoring his relationship to the central 
Fucharist mosaic. 

The presence of the deacon Stephen in 
the sanctuary apse may be related as well to 
bus role as the first martyr of the Church.'* 
According to thc Chronicle of Ortheb ot 
Zwitaltensis, Stephens arm was brought to 
Rus” from Byzantium as a relic sometime in 
the late eleventh or carly twelfrh century." 
An image of another martyr extremely pop- 
ular in the Wiiddle Byzantine period, Saint 
Demetrios, also vas included in the sanctu- 
ary decoranon in the Cathedral of the Mykh- 
aulivs'kyi Zolotoverkhyi Monastery (see us, 
on p. 283). 

The two fragmenrs af mosaic floral orna- 
ment once formed part of the band that 
separated the Eucharist, the eight frontalhy 
portrayed apostles, and the figures of the 
deacon Stephen and Saint Demetrios trom 
the register below. Although diftening in 
detail, comparable ornamentation may be 
seen above the FEucharist scene in the Cathe- 
dral of Sviata Sofua, and in the frames and 
borders of manuscript illuminations (see 
cat. NO. $84,B]. 

Representations oi ihe deacon Stephen 
and Saint Demetrios are abunilant in works 
in various media created during the Middle 
Byzantine period (see cat, nos, 69, BI, 107, 
108, 116, 117, 132, 203).'7 Portrayals of the 
apostile lhaddeus exist as well, but arc less 
freguently encountered.'* Such individual 
parallels attest to the artstic exchange between 
Byzannum and Rus in the Middic Byzantine 
era. The coexistence ot Greek legende iden- 
tifying the figures and the Church Slavonic 
inscription defining the Eucharist scene fur- 
ther speaks to the cultural dialopue berween 
Byzantium and Kievan Rus” and raises the as- 
yet-unresolvable question of whether Creek 
ar Klevan masters executed the mosalcă, 

Soylstically, the mosaics from the Carhe- 
dral of the Mykhatlivs'kyi Zolotoverkhyi 
Monastery have been compared with, and 
judged in terms of, extant mosaics in 
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Byzantine monurments ot the same era, such 
as Nea Mone an Chios (1040-55), the Church 
of the Dormition in Nicaca (1065-67), and 
the athoiikon in Daphni (ca. 1100). Fheir 
primary sigmficance, however, lies not in 
zheir positian in the stylisnc development of 
Middle Byzantine monumental art as a whole 
but in their importance in the distinctive 
evolurion of the Byzantine artistic tradition 
In KHievan Rus, a sovereign state with its own 
underlying poliical and cultural imperatises. 
The use ot mosaic, the most costly and pres- 
tigious medium of monumental decoration, 
emoployed only in the most lavish of Byzan- 
tine foundations, 15 an indlication of the stat- 
ure ot Kiev, the capital.of Rus, as an artistic 
center in the vhddle Byzantine period. 
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PSRL g26—27, vol. 1, p. 187; PRL 1843, val. 2, 
p. 288. 

„PSRL 1926-27, vol. 1, p- 196, 

+ Myshanych 1989, p. 171 n- 4- 

 Tbid., p. 533. 

. Lazarev, Mahhatlovskie, 1966, pp. 15-16; Wlyshansch 
IŞEG, [. L7LII, 4. 

î, See PSRE [g2h—27, al. 1, pi 120; PĂRL 1843, 
ol. 2, pp. 288, 289. 

„For the masaics and frescoes in the tate 
Tretpakor talere, *lascona, sce Bruk and 
Lola 1995, pp. 42. 

„ The most spectacular compaosinen among all the 
surviving mmosaics from rhe Cathedral ot he 
Mykhaulivs'kyi Zaloteerkiri *lonastery 15 char 
af the Euchanist, whuch current 1 installed in 
the scuth wing of the gallere at the Cathedral ot 
Swiata Sulua, Kiex. In this mosaic, Christ, repre- 
sented terce behind the altar and accompanied 
by two angels dressei as deacons, distributes the 
une anul bread of che Eucharist to the Taelre 
Apostles, An inscription in Church Slavonic on 
the gold ground above the Fgoures cites the rele- 
vant passagzcs trom che liturgy. The monumental 
ntosaic occupics an arca crer 10 ti. high and za ft. 
idle, 

9. Tiavels af Marcarius 1820-36..v0l. 1. p. 231. 
10. (he ot these fragmentare figures 15 in the State 
Tretyakuv Gallery, Moscona, no. 22127; the rest 
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are part of the colleceion cf the National 
Architectural Conservanon Area "Saint Sophia 
ol Fe 

11. Wiatt, 10:2—5; Mark 31420, 

12. Jerphanion 1935, pp. 4-1; Lazarev rg6, 
p. 70, 

13. “Incense; (28, vol. 1, pi. 991. 

14. ACES 7, 

13. L-azarcY 1966, p. 15. 

76, Tlus mosaic 15 nem in the State Trctyakow 
(gallery, 

17. Far unages of che deacan srephen, see Miller 
1899, fig, şz, and Sinai rogo, pl. s6. 

18. Satiriou and Sâtiricru 1956-58, val. 1, fig, 314; 
Weidle 1956, pl. 10. 
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196. Relief wirh Two Mounted 
Military Saints Slaying Dragons 

Kieran Rus (Kiev), mid-nith-earlv 12th centuri 

Red sehust 

[2% 208% 757.0 CET bg A Be x 33 url] 
CONDITION: The relict is broken in half along the 
vertical axis, with extensive damage ro the head and 
front iegs ot the horse on the left; the lower part ot 
che head and one fremt leg oi the horse on the right 


are lost, there are small chips along the edges; the 
entire upper- right crrher î8 ITUSSENp,. 


PROYENANCE: Found during the excavation of 

an ancient structure &rithin the walls of the Mykhail- 
15 'ky1 Zolatoverkhyi Monastery in the cighreenth 
centurș i probably 1758); mount tacedemn as a 
doorstep outside The vest doar of the main church 
ar the monasrery; installed in che wall adjacent to che 
sourh gare ot che monastery in the 18405 or 18505; the 
relict and its pendant were mounred on the east end 
of che sourh wall of che man church of che monasrery 
at the end of the nineteenth century er the beginning 
at che penţierh; moned ro ţhe Kiev Muscum of 
Ukraiman Art after demoltian ot the menastery in 
T34. 

Nancmal Archirecrural Comserraricii Area “bait 
Soplua at Kiev, Rae, Ukraine ismMaa Bâ6) 


Thus relef is the finest among the ver; few 
monumental sculptural works with figural 
decoranen to survive from Kievan Rus. It 
was found in the eighteenth century during 
excavations at the Mykhailiwvs'kyi Zolotover- 
khyi Monastery (Saint Michael ot the Golden 
Domes) in Kiev and in the late nineteenth 
or early wwentierh century was mounted on 
the south val of the monastery's cathedral, 
Paired with another relief of two mounterd 
saints killing a warrior (see 1llus. on p. 274), 
It 15 beheved to have oripanally decorated the 
exterior of a mid-eleventh-century church 
dechcated to Saint Demetrios of Thessala- 
nike, which was founded by the Kievan 
prince Iziaslav 1 laroslavych (1, roş4-78) 
within a monastery named for the same sant. 
In the tweltth century an elaborate church 
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with golden domes, dedicated to Saint 
Michael the Archangel, was built at the mon- 
asterv, whuch as a result acquired its new 
name, Mykhailivskyi Zoloroverkhyi, 

The two popular Byzantine militare Saints 
George and Theodore Strarelates are seen 
in the Kiev relief.” In Middle Byzantine art 
after the tenth century, representations of 
these two armed saints on horseback and 
slaping, dragons are olten paired.* Moreover, 
the saints can be distinguished by their facial 
characteristics, Saint George 1s the young 
soldier on îhe leit with a ful! head of tghtly 
curled har, and Sant Theodore, with curled 
hair and a pointed beard, appears on the right, 
Compansons with Mheddle Byzantine works in 
which the two sants are depicted side by side, 
such as the steatite carving from Khersones 
(cat. no, 203), substantiate this udentification, 

We do not know the original function 
af the Kiev relief. The closest parallels for 
such large-scale relief carvings ot mounted 
WarrLors appear in the decoration on church 
exteriors in Armenia and Creorgia.* How- 
ever, the Kiev reiiet 1ș framed and was con- 
cerved as an independent composition rather 
than as a single block of a larger sculptural 
surface. Whule it may have been mounted 
above a doorway of a church, it could also 
have formed part of the parapet screen or 
ot some other interior church furnishing. 

Carved in a local stone, the relief with 
the two mounted varriors documents the 
existence of a workshop in eleventh-century 
Kiev that employed popular Middle 


Byzanrine motifg în the sculptural werks 
that it produced. 
Oz P 


1, This reliet was taken to Moscow in 1338 for an 
exhibition entitled “Slovo o polku Igareve” It is 
mo on exhibition at the State Tretyakov Gallery, 
NĂCISCUTA, TU. 25536, 

2. Because ot the absence af insenptions, the 
idenrilicaticm of the mounted warrrors has beer 
dehated. Scume scholars believe the tao îugures to 
be Saint George and the Kevan prince larosla» 
Mud see Mekraso 1326, pp. râi-42;, Ehakow 
1941, p. 442; Vagner 1974, pp. 126, ra), others 
cOrrEctIy recognize the figures as Saint Caeorge and 
Saint Theodore (sec Prokhoro 1875, pp. 14-14; 

[. Grabar 1953, vol. 1, p. 192; Bazhan et al, 1966, 
p. 233; Radojcic 1969, pp. 331—37; A. Grabar 1976, 
pp. 40-92; Putsko 1976, PR. TI5—I7). 

3. DE, vol. 1, p. 833, FO 2, e 2047. 

4. Shumit giga, p. 70; Nekrasov 1926, pp. 32-38; 
Eazhan et al. 196, p. 234; Pursko 1976, pp. 1317-14. 

3. Purska 1976, p. 18, 
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197. Large-Handied Krater 


Fus” | Mowvgorord), 12th centuri 
Siler gilt vrith niello 
HA. 21.5 Cm (4 in), DIAM. 20,5 cr (34 in) 


ISNSCERIBED: On the upper rim, in Church Slava, 
“Drink from ut, all ot au; tar rus 15 my blood at che 
covenant, which 15 pourec out for man tor tie for- 
piveness at sins” (Matt. 26:27-28), in Greek, "Jesus 
Christ, Mother of God, Sainț Peter, Saint Anastasia”; 
cn the lower rurri, in Church Slavonic, “This is che 
vessel of Perro and his wife, Mania”; on the bottani, in 
Church Slavonic, “Lord, help your scniant Kostian'tin. 
Kasra made this. Amen.” 


COoNDITION: Some ot the pnlcine is warn off: the 
lenăer eri at ante at the hanudles 1 detached from - 
the boc at the krater, 


PROYENASCE: Treasure ut the Cathedral ot 
Slatara Sofia, Mongoreul, 

Novporodskii Gosudarst'ennvi Ob'edinennyi 
Wiuzei-Zapirrednik, Moegorexl, Russian Federation 813) 


Tlus large silver krater of serpentine form 15 
one ot two nearly identical hturgical vessels 
that belonged to the Ireasury of the Cathe- 
dral of Sviataia Sofia (Saint Sophia) before 
being traosferred ta the collection of the 
Novgorod Integrated Museum-Reservation,! 
Both kraters are exceptional not only for 
their craftsmanship but also because rhey are 
inscribed with the names of the patrons 
who comrrussioned them as well as the artist 
who made them. The present krater was made 
by the master Kosta for Petro and Maria, pre- 
sumably a well-ro-do couple trom Norgo- 
rod; che other was made by the master Bratilo 
far Petrilo and Barbara. Lhere îs no consensus 
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197. Front 


as to the relationship betaeen the to kraters. 
While some scholars have argucd rhar Kosra 
copied the work of Bratilo,” others have 
proposed the reverse.? 

Hach krater is decorared with four stand- 
ing, frontal figures, ornamental vine motits, 
and inscriptions in Church Slavonic and 
Greck. Three ot the figures on the co 
kraters are identical: the Virgin Orans, Saint 
Peter, and Christ holding, a Gospel book 
and making the gesture oi blessing, Saint 
Barbara appears on the krater by Brarulo. 
On the krater by Kosta the tourih îgure 15 
Saint Anastasia. The figure of Peter on 
both kraters bears direct reference to the 
patron — Petro im one case, Petnlo in the other. 
The selecrion at Saint Barbara on the Bratilo 
krater was cuctated by the name of the patran 5 
wite. Because the name of the patrow's vite, 
Mariia, on the Kosta krater is that of the 
Virgin, who was already included, a fourth 
sait had to be selected for the decorative 
scheme; it is not known why Saint Anastasia 
was chosen. Nor 1s 1t known whether the ro 
vesscls were made tor the same patron — who 
perhaps was married twice — or whether they 
were comrmissioned by tăro diiterent patrons 
with the same name. It 15 also unclear how 
many years separate the production ot the 
mo kraters. 

While many questions regarding, thesc 
ro superb examples of Rus mctalwork 


remain unanswered, the kraters from Nov- 
gorod clearly document the desire and abil- 
ity ot Rus” craftsmen to match the splendor 
Of Byzantine hturgical vessels. Like the 
more ornate Byzantinc chahces mentioned 
ini inventories of medieval church treasurics, 
the kraters from Novgorod are silver gilt 
and adorned with niello and repousse, Their 
shape, spherical at the bortom and fiared 
toward the rin in eght alternating angular 
and rvunidei projections, as well as their 
figural decoratian, find parallels m Byzantine 
chalices, as for example in the vweltth-centurp 
serpentine chalice from the Ireasury of San 
Marco in Vemce.* The present work follows 
the Byzantine scheme ot having, a Eucharistic 
inscriptiun around the lip, with the dedica- 
TOrY inscription restricred to the basc. 

OZP 


Far an iltustratian of the second Nos-gorad krater, 
see Rybakoi roză, figrs. 72, 73; |. Grabar Tosa, vol. 2, 
p. 300, 

2, Eybakov 1978, p. 298. 

3. IL. Grabar rog, val. 2. pp. 3-a, 

+. Net York and illa 1084, no. ș2, pp. 286-000. 


Lirekaruka: Polrovsiii 7374, val. 1, pl. i—; 
Miasoedoa 1315, PR. 1—1+, pls. 1-7, Mckrasore 1037, 
pp. 1234; Eybakoar 1ș48, pp. 252-300; |. rabar 
1953, vol. 2, pp. 302, Asitie 1989, NU. 216; 

D. Likhachev et al. Ig, pl. no. 3c, 
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197. Back 


198, Lhe Ostromir Lectionary 


Eiesan Rus hier? Novgoroil:), 1046-37 
Iempera and gold on velluni, 294 tois, 
35 x 30 CM (13% X 11 in.) 


INSCRIBED: În Church Slavanic, an ol. 87, 0 A 

+4 7% RAC (Saint Luke), CIIMBOBPA BOM TEADYE/ 
MDANDICTBIE A ABHCA ARII in this umage of 
a calt the Hol Spint appeared to Lutke) 


Las DITIAN: The manuscript, which was restore 
irorn 1053 to 1947, 15 unbesurul arul each parhering 15 
kept in a separate paper envelope; un The miruarure 
ot Saint Luke, there 15 soume loss ot pigment due ta 
Haking, especially in the area around the evangelist's 
desk. 


PRO*ENANCE: Cathedral of Satara Solia, 
Nergorulţ 23; ihureh ol he Resurrectian af the 
Moga Fremlin, În 1701. senr ro aimnt Petersburg, 
1720; found among the personal belonoings at 
Catherine II atter her death, 183; presented ro the 
Imperial Pulhe Librarie, Sunt Petersburg, răce, 


Russian Nanonal Lihrary, Sant Petersburg, Russtari 
Feihraton (En. Ls) 


As has been observed, “The cultural contacts 
of Kievan Rus during the time of Prince 
Iaroslav IL Mudryi extend the meaning of 
the Ostromir Lectionary beyond the con- 
fines of the Byzantine-Slavic manuscript 
tradition. The Ostromir Lectionary 15 not 
simply a Slavic monument, and not simply 
an Orthodox monument; in the context of 





1y8. Saint Luke, fol. 87 
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contemporary world culture, it îs of interna- 
tional historical importance” 

The Ostromir Lectionary, the oldest dated 
Kievan Hus' codex written in Cyrillic to sur- 
vive, testifies to the high artistic quality ot 
manuscript production in eleventh-century 
Rus'. It contains the Gospel lections, the 
Sunday g77hros (matins) Gospel lection, the 
synaxarion, a selection of Gospel readings 
for special occasions, and the Twelve Passion 
Gospels read at the Guod Friday orzbras. 
The Church Slavanic text, arranged in two 
columns of unciai script, most likely was 
copied trom a Bulganan intermediary man- 
uscript rather than from a Greek original. 
While East Slavic recensions and the colo- 
phon udentify the Osrromir Lectionary as a 
Kievan Rus work, the exact place ot pro- 
duction has been debated. The colophon at the 
end of the lectionary, which states that the 
manuscript *as written by the deacon (aregar 
berween October 21, 1056, and May 12, 1037, 
for Ostronur, the governor ot Novgorod, 
notes that Ostromir was appointed to his 
post by Prince Iziasla” Iarostavych (son of 
Iaroslav), who, though he chose to reside 
în Kiev, ruled both Kiev and Novgorod.” 
Becausc af the documenred existence ot 
scriptoria în eleventb-century Kiev, this city 
is mentioned in literature more frequentiy 
than Novgorod as the site ot the lechonary's 
production. 

Lhe manusenpt 15 decorated with three 
superbly executed miniatures depicting, the 
evangelists accompanicd by their symbols, 
one large anul eighteen smaller frontispieces, 
and many anthropomorphic and zoomor- 
phic initials. While the author portrait of 
Saint John wath the eagle (tol. ri) immedi- 
ately precedes the readings from his Gospei 
and appears on the opening folo of a bifoli- 
um in the first gathering, the miniatiuares of 
Saint Luke with the calf (îol. 87v) and Mark 
vrith the han (fol. r26r) are an single sheers 
that ere added to the lectionary. They do 
not preface their respective Gospels, as was 
standard, but have been inserted either once 
folio before or one atter their originally in- 
tended positions, 

Srylisric differences bemeen the portrair 
ot Saint Jobn and the mminiatures ot Saints 
Luke and Mark, as well as the empty folios 
88% and r2sr—which were rescrecd for the 
portraits of the last two evangelists — confirm 
that the illuminations were executed sepa- 
rately from the rest of the manuscript and 
interspersed within it. The missing; image ot 
Samt Matthew was to fl the empty Lola ş7v. 

AJll three evangelst portraits in the Os- 
tromir Lectionary display strong Byzantinc 
nfluences, seen in the remdering, of the figures, 


in the furnishings of the space they imhabit, 
and in the elaborate ornamental dezails of 
the frames. The representations of Saints 
Luke and Mark are executec in a cloisonne- 
enamel-like style employing bright colors 
with heavy gold lines to indicare drapervy folds 
and to cutline decorative elements. The 
Byzantine craft of cloisonn€ enameling was 
extremely popular in Kievan Rus and ras 
employed in the decoration of religious works 
as well as in the production of a great array 
Of jewelry (see car. nos. 209-214). The por- 
trait of Saint John difters sigmiticantly, as it 

:5 renclered in a fluid, painterly style remi- 
niscent of fresco. 

While documenting, the intimate dia- 
logue bereen Byzantium and Rrevan Rus, 
the Ostromir Lectionary also attests to the 
contact maintained between the Slavic state 
and the countries of Western Europe, The 
pairing, of evangelist and symbol proposed 
by Saint Jerome (Matthew with a ran, Mark 
with a lion, Luke with a calf, and John sith 
an eagle) ras firm established in the West 
during the Middle Byzantine penod, so chat 
che inctusion of evangelist syrnbols was more 
common there than in Byzantium.* The 
three miniatures in the Ostromur Lectionary 
follow the Hieronymic order common in 
Carolingian and Ottonian works and, hke 
he manuscripr's stylized anthropomorphic 
and zoomorphic initials, reflect Western in- 
fluences.i Morcover, the synaxarion includes 
such Western saints as Pope Silvester [, John 
af Mechota, the martyrs Vitus and Mudestus, 
and Apollinaris of Ravenna,” 


UZP 


1. Appendix to the State Russian Musecumis loan 
agreement, See also Nachaev 1988, p. 6. 

2. Lhe colophon appears on che recta aud verse ot 
folia 204. 

3. Kiev 15 identiiicd as the lectonarrs cite at origin 
in Volkha 18o7, pp. 44346; Lol 1974, p. 50; 
Preparea LOB4, NO, 1, LISOYOL 1988, PR, 12-14; Lunt 
1988-89, p. 276. Novgorod is favored in Rybakow 
1924, Pp. 67-81. 

4. Delson 198a, pp. 15, 25—37, 

ş. A. tarabar, LcArt At Mumven Age, TO68, p. 150; 
Lazarev, “Iskusstwo,” 1978, p. 268. 

6. Muc Taro rpăz, p 131; Lise 1988, p. 13, 


LITERATURE: (stramirarn Erangelie 1843, 
Ostromirova Evangelie 1983; Stasov 1894, pp. 127—35; 
Yolkhov 1897, pp. 443-46,; Farinskii 1003, Pp. 95-04, 
voziruak 1g20, p. 74: Nekrasoe 1337, p. 305, ps. 4q, 30, 
36; Sun 1950, pp. 13-18, 21-24; |. istabar 1643, vol. 1, 
Rp. 59, 225-26, 252-543, 266; Trudy CGosudarstpennoi 
1958, val. și; Zapaska 1ş6c, pp. 17 za, STnrmova 19%, 
pp. 213-224 Swirin 1064, pp. 53-56; Bazhan et al. 1966, 
pp. 32-47; A, Uorabar, LArt du Maven Age, IŞ68; 
Lohyn 1974; Roza 1977, pp. 13-20, 56-60; Lazarev, 
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“Iskussteo” 1978, p. 268; Murianor 1982: Popova 
1994, nos, 1, 2; Rybakor 1084, pp. 67-8i, Rozov 1985, 
pp. ş=12;, Likhachev 1986, pp. 113-356; Roz” 1957, 
pp. 107; Listei Ly88, pp. 12-14, Ustromzrape 
Evanpelie vo8ă. 


ExHIBITIaAxX: Sheen in an 1846 exhibition 
orgamzed by A. F. Bychkov in the Imperial Public 
Library, Saint Perersburg. 


199. The lur'evskoe Lectionary 


Rus [i m'gorod), 1119-28, 1838 (binding) 

Timpera on parchimenit, | + 231 fols,; velvet and sil- 
ver with niello ver wood [bindizaz) 

31% 25 CM (124% 941.) 


INSCaIBED: In Russian, on folie 231, A3 TPFIIIHGINA 
BEADP HAIIHCAX EXAHIEAHE CE PYHOH: 
IPELIIHORI CEATOMY MYIEHHEE TFEOPTHEBIA E 
NICIHACTEIPE H132Y[ PATA IIPHI KYPHAIIE HI*MEHE 
H CABE HHCOHOILHEUCLIE. YUPHHBLU IICAA (As an 
oftering, to che marzred Sainr George, | rhe sinner 
Fedor copied this Gospel with my sinful hand at the 
Monastery ai N ergared in the time of Abbor Eurnak 
and Sava the stemard. Written înz che Hungarian); an 
the ornament in the center of the front comer, 
EBATEAHE. (Gospel); in the center ot the back cover, 
1848: on the tour bosscs of the binding, IIOBOTO 
HEPYCAAHMA. HCIIPABAEH 1834 LOA (New 
Jerusalem, repaired 1858) 


State Historical Muscum, Mascom, Russian 
Federation LGIM 80370, DER GM Sin. 103) 


Rus manuscript ilumination of the relfrh 
century 1s closely Linked with Novgorod, 
inasmuch as many works of Novgorodan 
origin have been preserved from the period. 
Among these, the lur'evskoe Lectionart is 
an especialiy remarkable illuminated volume, 
characterized by an unusual design and 
painted decoration, It is written on large 
shects of high-qualiry parchment in a fine 
uncia] script. The text îs arranged în two 
COLUrNIIs. 

The binding, was made in Tâ5â and con- 
sists ot boards covered with burgundy vel- 
vet with engraved-silver decorations of the 
same period. A rectangular ornament with 
the word “tospel” is affixed to the center 
of the front cover. In the center of the back 
cover, on a silver plaque, a nineteenth- 
century craftsman engraved the presumed 
date of the manuscript in niello. “New 
Jerusalem, repaired 1558” is engraved on 
the tour silver bosses ot the binding, 

An inscription states that the manuscript 
was written by a Hunganan. It has been dated 
to the pericil berween 1119, when the lurev 
(Saint George) Monastery was founded, and 





|] | 
ae 


199. Five-domed church in c 


Lu 


1128, the year Abbot Kuriiak died. Along the 
Lower edges of folos 1-16 there îs an inscrip- 
tion of 1661 in the hand of Patriarch Nikon 
concerning, the deposit of the manuscript in 
the Voskresenskii Novo-Ierusalimskii (Resur- 
rection New Jerusalem) Monastery, which 
Nikon founded. 

The lectionary opens with a magnificent 
frontispiece showing a five-domed church in 
CrOSS section, d compositional scheme that 
dares back ra the 1073 Izbornik Spiatastava 
(Miscellany of Prince Sviatoslav), The deco- 
ration is in the Byzantine style typical of 
eleventh- and wwelfth-century manuscript 
ilumination,; it is unusual, however, in that 
it features only vermilion outlines with mo 
painting, in other colors. The space within 
the framework of the church 1s filled with 
varied vegetal designs and geometric matifs. 
Precisely as in the /zbornik Sviatosiava, in the 
area outside the architectural framework 
there appear realisticalily drawn beasts and 
birds. The fronuspieces and initials of the 
lectionary, lke the miniatures, are rendered 
in delicate vermuilion outlines. The initials 
are especially fine: carried out in thickly 
applied tempera of a deep red that shimmers 
against the white of the parchment, they 
recall folk-embroidery patterns, 





ross section, frontispiece 


The artist who decorated the manuscript 
was an excellent draftsman and extremely 
imaginative: in the numerous initials and illu- 
minations there is not a single repention. His 
drawings combine Byzantine, teratological, 
and Ramanesque mortifs. Some initials fea- 
ture realistic birds and beasts —a bon, a camel, 
a snow leopard, a donkey, and so on — while 
others are arabesques with Byzantine-style 
branches at their nps. Still others display 
fantastic birds with human Faces. Two ini- 
tials are illustrations of the Gospel text: 
folho 198 shows the women who came to 
anoint Christ at his sepulchre, and folio 
144, a donkey covered with a blanket, in 
preparation for the Entry into Jerusalem. 

The decoration of the lurevskoe Lecnon- 
arș has affinities not only with metalwork 
but also with architectural ornament: 1t 15 
directiy comparable ro the delicate carving 
of the white stone ot the Georgievskul (Saint 
George) Cathedral in Starara Ladoga. 

The miniatures, frontispieces, and initials 
are testimony to the high level of manuscript 
lumination in pre-Mongol Rus. 

Îsi 





290, Saint John Chrysostom, ful. 10 


200. Service Book of Varlaam 
Khutynskii 


Rus” (Halych-Yoln";, iate r2th-13th century (Manu- 
seript!; TELh certuri || birdi i 

Tempera and gold on parchment; za tols.; silk rafteta 
(interlcaves), leather wath golă embossing over card- 
board (binding) 

245 X 19.5 CM (4 X 7% în.) 

State Historical Muscum, Moscova, Russian 
Federation ÎGIM S0I70, OR SI, 6) 


This smal! volume includes the liturgies of 
Basil the Great and John Chnysostom, the 
Liturgy ot the Presanctified, and several 
prayers, The manuscript consists of thirty 
parchment tolios and îs written în precise 
uncial script by several hands. The binding 
ot brown learher over cardboard dates from 
the eighteenth century, On the spine “The 
Liturgy of Basil the Great” is stamped in gold. 
The miniatures are intericaved with silk taf- 
feta. Notations made in the seventeenth cen- 
tury indicate that the manuscript belonged 
to the “miracle-worker” Varlaam, who found- 
ed the Khutwnskii Monastery, near Novgorod, 
IN LIGI. 

The decoration of the manuscript is of 
enormous interest, Ît includes two minia- 
tures that depict Basil the Great and John 
Chrysosrom, which belong to the Halych- 
Volyr” school of pre-Mongol Rus. They are 
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în the classica! Byzanrinc tradition and in 
manner of execution resemble Komnenian 
painting, Each figure — tall, lithe, ană well 
proportioned, with an animated face and a 
penetrating, gaze — is placed against a muted 
gold background devoid of architectural set- 
ting. Each is enclosed by a simple frame of 
alternating dark blue and red triangles, The 
colors are soft and quiet. The miniatures as 
well as their decorative frames are notable 
for the precision and firmness ot their lines. 

The manuscript 1s also decorated with 
Byzantine-style frontispieces and initials. The 
fronatispieces combine expressive form, bold 
drawing, and the classical Byzantine &rinon 
(hly), În composition the large winding 
shoots and red and ighr-bluc flowers recall 
ornamental tresco decorațion. The initials, 
whose drawing resembles that of the initials 
in the Iur'evskoc Lechonary (cat. no. 199), 
are outlined, unfilled, in vernuilian. 

E. $ 


201. The Archangel with the Golden 
Hair 

Kievan Rus (Nomwgorod: ș Kiesr:), zh cenrur 
Limewood, with egp tempera cer gesso 

48.8 * 38.8 cin (1914 X sii in.) 

CoNDITION: The icon has been cleaned and 


resrored,, the green ground and lower part of the 
chitan date to the seventecurh centure, 


ProvEeHAnCE: Uspens'ku Carhedrai at the 
Moscow Kremlin; Department ot Antigquiues, 
Furmianrsevskii Museum; Stare Russian Museum, 
SINCE 1926. 


State Russian Museum, Saint Petersburg, Russian 
Federation (DaZh 214) 


This icon of the head of an archangel, tradi- 
tionally identified as Gabriel, is one of the 
masterpieces ot Kievan Rus painting. Its 
beauty and fame carned the icon the popular 
title the Archangel with the Goiden Haur. This 
title and the accomplishment of the painting 
rechrucue draw attention away from the fact 
that the icon was in alt lkelihood originally 
part of a Dcesis thar included at least two 
other panel paintings. A tăeltth-century icon 
of the Deesis, wiuch shows the bust-iength 
figure of Christ Emmanuel flanked by wa 
bust-length images of archangels, now in 
the State Tiretyakov Gallery, Moscow, 1s an 
example of such a composition, although 
the present work could also have been part 
oi an extended Deesis along with four other 
panels. In the latter case the more tradinonal 
Eeesis image of a cenera! figure of Christ 





pie) | 


flanked by the Virgin and John the Baptist 
would have been set between two bust-iength 
portrayals ot archangels. Since the Archangel 
with the Golden Hair would have been posi- 
tioned so as to face Christ, the panel would 
have appeared on the extreme right. 

The quality of the execution as well as 
the style associates this icon with the finest 
af Kievan Rus' and Middie Byzantine works. 
The angel's large, heavy-iidded eyes, the soft 
modeliug ot the face, the linear and srylized 
rendering of the nose and brows, and the 
intricate arrangement of the gold-threaded 
hair bear strong parallels to the figure of the 
archangei Gabnel in the Usuug Annunciation, 
an earhp-mwelfth-century Rus work, as well as 
to that ot the archangel Michael flanking, the 
figure ot the Byzantine emperor Nikephoros INI 
Rotaneiates in the Hormulies of Saint John 
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Chresostom (cat. no. 143), produced in 
Constantinople. 

The thorough appropriation of Byzantine 
artistic vocabulary în Kievan Rus icon paint- 
ing and the lack of any early documentation 
for the extant icons make it extremely difti- 
cult to assign a definite provenance to these 
medieval works. Many scholars attribute 
The Archangel with the Crolden Haur and the 
Ustiug Annunciation to Novgorod, which 
became a major center of icon painting.“ 
Some associate the high quality of the painting, 
vth Kiev, the ecclesiastical and cultural cap- 
ital oi Rus, while others argue whether these 
works were produced by Rus” or Byzantine 
masters.* Although questions regarding the 
original context and place ot production ot 
this icon may never be indisputably resolved, 
Its styie, iconography, anct exceptional quality 


clearly substantiate the widespread recep- 
ton of the Byzantine artistic heritage in 
Kicvan Rus. 

Oz? 


1. For an illustranon and additional mferrnation on 
the Deesis icon in the State Treryako Gallery. see 
Bruk and lovleva 1995, pp. 63-64. 

2. I. Grabar 1953, pp. 20-22, Korina 1974, Pp. 20, 31; 
Zhivajis” drernega Nuvgorera 1974, pp. 31-32; Salka 
1952, pp. 224, 231. 

3. T. Eice iș63, pp. qo-zr: Dohren et al. 1976, 
rue, *; fa. Hamilton 1g&z, p. 110. 

+. Lazarev 1972, pp. 21%, 220, 


LITERATURE: ANISIrmO 1926, p. 20; ANSINTLOA 
1928, pp. tz2—23; Parfiridor 1g47, p. 11; |. rabar 
1953, pp. 124-223; Î. Ruicc 1963, pp. 40-41; Bazhan 
ct al, 1966, pp 332, 33; |. larabar 1966, pp, 156, I64; 
Alpator 1pâ7, p, 73; Lazarev 1370, pp. LO5, 109, 12, 
Lazarev 1372, pp. 79-88; Korina 1974, pp. 29, zi; 
Zihinepis” dremego Noegoroda 1074, pp. 31-42; Lohwyn 
ct al. 1976, nâ. y; Balko 1082, pp. 224, 230, G. Hamuilren 
1983, p. 10; Bruk and Lowleva 1995. 


202. Relief Icon with Saint George 
and Scenes îrom His Life 


Ivzantine, lare rzeh-raid-rath centuri 

Wood, carved and painred wrirh cgg tempera over 
gessc, and rraces ot gilding 

16.8 X 74.5 CNI (42 X 29% In) 


[InscaIrBEu: În (areck, rraces ot inscriptuonis that 
udentify the scenes, 


COoNDITIAON: The ican has been burnecd and dam- 
aged by insects, resulting in significant lesses in the 
top layer of paint and in the gessa, severe damage in 
the two painted border scenes at the bottom, and the 
loss ot pornons ot the wood itself near the head, shoul- 
clers, and lefr foot of the figure; since its modern 
restoraricu, the icon has been kept in a 'a'coden casc, 
PROvENANCE: Monastere of Saint ireorge, 
Balaklavi, Crimean peninsula(?); resulence of the 
metrupulitan Ihnatu, Camera; depositec in the cathe- 
ilcal dechcarexl to Saint Kharlarmpu, Pizrupal”, Br the 
metrapohtan Ihnati, 1778; med from the old ta 
the new Cathedral ot Saint Kharlampii, transterred 
to a local rmuseum alter a tem decades; cdiscurecred bir 
il. N. Lohwen and L. 5. Miliaieva in che museurm's 
storage areas, 196; under restoration în Leningrad 
(Saint Petersburg), 19âi-—6g. 


National Arr Museuni, Kits, Ukraine [sk 283) 


Athough poortr preserved and lacking the 
bright colors and gilding that characterized 
Its original appearance, this icon 1s exceptional 
as one of the oldesr—if not the oldest— 
surviving Byzantine wood reliets decorated 
with narrative scenes. În the icon's center 1s the 





202 


full-iength standing figure of Saint George, 
in relief, dressed in military garb, with a 
shield in his left hand and a lance în his 
right, and surrounded by welve historiated 
scenes, Ihe five uppermost scenes on the right 
and the left sicles are rendered in relief, while 
the to lowest scenes are painted. Depicted 
on the left, from top to bottom, are the inter- 
rogation ot Saint George by the emperor 
Diocletian; the saint's imprisonmenit;, the 
stoning ot Saint George; Saint George tor- 
tured on the wheel; the saint în a hme pit; 
and one now unidenuhabie scene. On the 
right is the clubbing of Saint George; che 
saint resurrecting a dead man; Saint George 
curing (alykerios's Ox; the saint destroving 
1dols; the beheading of Saint George; and 
a second indhistinguishabie scene. 

The closest parallel to thas icon îs a 
thirtecnrh-century relief in Athens, with 


scenes fram the life of the saint.! In that 
work Saint Cieorgc 15 shown in profile with 
his hands raised in prayer, and the individual 
scenes flanking; him on the right and left are 
painted rather than rendered in relief. 'Three- 
dimensional icons in other media, including 
steatite, more closely parallel the Kiev Sainr 
George, but, notably, they do not provide 
analogues far the scenes. On the rwelfth- 
century steatite canin from Khersones 
depicting Saints Theodore, George, and 
Demetrnos (cat, no, 203), Saint George 15 sImI- 
larly atrired, has identical facial features, 
strikes the sarne pose, and supports his lance 
and shield in a comparable marner, 

Icons enhanced with scenes trom the lite 
of the saint apptar tu have been a post- 
Iconoclastic development, the earlhest extant 
examples of which date from the late eleventh 
ta the twelfth century (see cat. Nos. 240, 263, 
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320). Whule lustoriated icons of numerous 
saints exist, Saint (acorge seems to have been 
among the most popular subjects, followed by 
Saints Nicholas and Demetrios. Historated 
icons most likely decorated chapels dedicated 
to the saints they represented,” and, as in 
the case ot church fresco cycles, these icons 
commonly depicted a greater number of 
scenes from the hfe of the saint than were 
included in manuscripts. Unlike frescoes, 
however, historiated icons were portable, 
and thus may have been more directly instru- 
mental in cisseminating; the iconography of 
such hagiographic cycles within, as well as 
beyond, the borders of Byzantium. 

The Kjev Saint George icon was probably 
either prexluced in ur importe to one ot the 
Byzantine colonies on the Crimean peninsula,* 
which played an important role in the trans- 
mission of Byzantine styles and iconography 
to Kievan Rus. Ît 15 interesting, to note that 
the eleventh-century Cathedral of Sata 
Sofia (Saint Sophia) in Key already con- 
tained an extenşive cele ot the lite of Saint 
George in the north aisle. Perhaps an earlier 
hisroriated icon of Saint George infiuenced 
the selection ot scenes in Kiev's cathedral. 

9 ZP 


1. For an allustration, see Athens 1964. no. 237, 
Pp- 271—72. 

2. N, Sevcenko 1973, Pp. 56-67. 
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203. Icon with Three Military Saints 


Byzantine [£ anstaritinaple? ), 12th century 
Sreaute, with traces of gilding and blue paint 
17.5 % 13,4 XE CM (SAX sax Rin.) 


CANDITION: The icon îs reconstructed from țhirty- 
nume fragments that have been vanously discolored 
b exposure 10 fre; ch: sigrificanr losses ol srone have 
becn Alled with srucco. 


PEOVENANCE: Excavated in the northern pari cf 
Ehersones, 1936. 

Matsional'n Zapowviduk “Khersones Tavriis'kyi, 
Scvastopil, Ukraine (84/36 445) 


This steatite icon was excavated în a thir- 
teenth- or tourteenth-century domestic ser- 
ting în Chersonesus (present-day Khersones), 
a former Byzanune colony on the Crimean 
peninsula, The three military saints that dec- 
orațe the panel, although not identified by 
IASCNPUONS, are easily recognizable by their 
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facial teațures as Saint Theodore Stratelates 


on the left, Saint George in the center, and 
Saint Demetrios of Thessalonike on the 
right. Dressed as an armed soldier, each 
saint stands facing front while receiving; his 
martțr's crown from Christ, whose bust- 
length image appears in smaller scale above 
Saint George. An arch resting on columns 
with pinecone-like bases and capitals with 
birds entrames Christ and the three saruts; 
busts of archangels in medallions appear in 
the spandreis. 

The icon 1s one ot the finest and largest 
examples of steatite carving te survive from 
the Middle Byzantine period. Although 
extensively tragmented, :t shows little wear 
and preserves the crispness and detailing of 
the original carving. The inclusion of the 
unusual motif of two birds on the capitals 
of the column suggests that the panel was 


made by the same workshop and perhaps 
even the same craftsman responşible for 
the bxeifth-century icon of the archangel 
Gabriel in the Musco Bandimi, Ficsote.? 
Ocher steatite works that may have origi- 
nateul in this workshop include the fragment 
with three saints from Veliko Tărnovo: and rbe 
con Cf the Annunciaton found in Khersones 
in 1937.* The discovery of stylistically related 
steatite 1cons in diverse geographical loca- 
Lons having, well-estabhshed trade relanons 
with Constantinople favors the conclusion 
that these stearites were exported from the 
Byzanuine capital. 

Because of rhe high cost of steatrite, it is 
believed that these icons were produced pre- 
dominantly for the elire.* This finely carved 
panel with three military saints as well as 
ather steațite icons in the archaeological 
remains of private houses in Khersones is 
indicative ot the wealth of this Crimean city 
under Byzantine rule, which berween the 
tenth and the twelfth century played a key 
role in the transmission of Byzantine culture 
to the Kievan Rus” state. sed in private 
devotuion, portable steatite icans served as a 
channel by which popular Byzantine icon- 
ography and current swylistic trends could be 
spread to distant and newly christianized 
lands, Although small in scale, these carv- 
ings frequently reproduced subjects depicred 
on a larger scale in other media, as evidenced 
by cornparison of the Khersones plagque with 
a twelfrh-century painted icon in the State 
Hernmitage, Saint Petersburg, which includes 
the same three military saints (cat. no. 69). 
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204. Medallion with Bust oi the 
Virgin Orans 


Kuyevan Fus (Kiex), 12th centre 
Silver 
DIAM. 7.4 cm (2% in.) 


INSCRIBED: MP/0Y (Mother ot Gad) 


COoNDITICN: There îs a small tear in the lenwer-left 
border, which torks into the Virgin's drapery;, part ot 
the left lobe atrached ro the border above rhe Yirgan's 
head îs missing, 


PROYVENANCE: Excavated) below Mykhailiskyi 
Seguare, Kiev, Mav 25, 19338. 


Natsional'mpi Wiuzei Istorii Ukraine, Fares, Ukrarne 
[IT4r) 


This silver medalhon, decorated with a relief 
of the Virgin Orans, formed part of a small 
hoard accidenrally uncovered in the center 
of Old Kiev below Mykhailivs”kyi Square 
on May 25, 1933. A chain ot seventeen gald- 
and-enamel roundels, gold chains and ear- 
rings, a silver bracelet, and a silver ring 
were tound with the medallion in a clay jar 
placed in a copper cup.! The hoard lay in 
the vicinity of a burial site, although it is 
unclear whether the hoard and the bunal 
were contemporaneous.? 

The relief is execured in repouss€ wirh 
punched ornamental details in the halo and 
drapery. The lobed top :ndicates that the 
redalhon was meant to be suspended and 
probably functtoned as a pendant.ă A double- 
sided silver medallan decorated with the 
bust of an archangel on the front and a cross 
on the back, now in the collection of the 
Toleda Museum af Ar, 15 an example of a 
related pendant from Constantinople.* 

Necklaces incorporating silver medallions 
ot similar dimensions found in other Rus 
hoards suggest that the Virgin medalhoa 
may have been one of several on a single 
necklace.i Tiro silver medaliions, one depict- 
ing, the Virgin Orans with the bust of Christ 
before her and the other decorated with the 
tull figure of an archangel], along with a third 
medallion adorned with gemstoncs, formed 
part of a necklace found in 1939 below 
Srrilets'ka Street in Kiev.* A necklace în the 
Museum of the Historical Treasures of 


Ukraine has five gold medallions with enam- | 


eled depictions of Christ, the Virgin, John 
the Baptist, and two archangels.” An even 
more elaborate gold necklace, part of the 
1822 hoard from Starata Ruiazan, now in the 
Armory ot the Moscow kremlin, contains a 
central medallion adorned with a cloisonns- 
enamel bust-length image of the Virgin Orans 


(cat. no. 209) that iconographically is 
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analogous to the Virgin seen ou the silver 
medallion from Kiev. 

The popularity of the iconography of the 
Virgin Orans, as depicted on the Kiev medal- 
Lor, 2$ weil attested (see cat, NOS. 12, 43, 109, 
121, 123, 130, 133). It is srnall-scale works such 
as the present medalion that helped make 
the Byzantine artistic vocabulary common- 
place in the vide-ranging territory of the 
Kuevan Rus state. 
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203. Cross Enkolpion 


Kucvan Fus (Kacy?), ca. 1090 
Copper alle and niella 
23.3 %X 14.8 X 2.3 CM (9 sa Tin) 


INSCRIBED: €) AFI /OEAO PIC (Saint 
Thecdore); IC: 7xC (Jesus (Christ); Y ATH YA 
ANOUCTOA iIloly Apostles) 


COoNDITIOK: The surface î5 extTernel vorm, C4pe- 


cially on the loer vertical arm; the back halt of the 
CrOss 15 lost. 


PROYENANCE: In the kyievo-Dechers'ka Lavra, 
accoreling to tradition from 100, 


National Krev-Pechersk Historical anul Cultural 
Reserve, Kiev, Ukraine (KPL-M 9595) 
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This cross represents the front half of an 
enkolpian thar probably contained a relic 
of the rue Cross, It has a boxlike structure 
composed of a copper-alloy sheet in the form 
af a crosa, to which sides have been attach- 
ed perpendiculariy. The cross is hollow at the 
back, and the surface of the metal bears evi- 
dence ot soldering,. The slight protrusions 
on the ends of the vertical shaft formed part 
Of a hinge-and-clasp system used to aflix a 
back panel to the cross. 

Engraved and melloed figures decorate ali 
the surfaces of the cross except the ends of 
the vertical shaft. The figure of Christ carry- 
irig a cexlex dominates the center, Above him, 
depicted on 2 somewhat smaller scale, stands 
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Saint Theodore, also holding a codex. Orig- 
inally, Saint George occupied the lower part 
Of the vertical shaft, but extensive wear has 
all but eradicated any trace of this figure. 
The apostles, six of whom flank Christ on 
the right and the other six on the left, fl! the 
two arms of the crossbar. On each end of 
the crossbar is a standing; archangel wearing 
a foros, and busts of archangcis appear on 
the remaining; sides: three on each of the 
top and bottom sides ot the crossbar, four 
on both sides of rhe top arm of he vertical 
shaft, and traces ot twa an each side of the 
lower arm. 

Traditionally, the cross 1 associated wirh 
Marko Pechernyk, a miracle-working monk 
who dwelled in a cave at the Kyievo-Pechers'ka 
Lavra (Kiev Monastery ot the Caves) and who 
was responsible for digging rhe graves of 
his brethren. According to the first printed 
version of the Paterik ot the kyievo-Pecherska 
Lavra, a copper cross that belonged to the 
monk Wiarko was placed in the cave con- 
taining his romb upon his death in 1999. Of 
the fanhful who came 10 visit the tomb, 
those who were il and used the cross as a 
vessel from which re drink holy water were 
miraculously cured.* An early-nineteenrh- 
century description of the monastery records 
the presence at a copper cross — decorated 
with 2 Crucifuuon scene on one side and with 
Christ flanked by the apostles and Saints 
Theodore and George on the other — near 
the tomb of the monk Marko and also notes 
that some faithful still continucd ro drink 
haly water trom the cross.* While at some 
time it may have acquired a secondary tunc- 
tion as a drinking, vessel, the form and deco- 
ration of the cross clearly indicate that its 
primary function was that of an enkolpion, 
which was meant to be snspended. 

A number of Middle Byzantine gold, sil- 
ver, and bronze enkuilpion pectoral crosses 
with extensive niello decoration are known 
(cat. nos, 123, 225), Lhey are usually dated 
to the tench aud eleventh centuries, their 
provenance is often given as “provincial,” 
and typically they are smaller than the Kiev 
cross.t One such bronze-and-niello cross 
enkolpion was discovered in Khersoncs,s 
and a number of even smaller bronze-and- 
copper cross enkolpia with simpler miello 
compositions have been found in Kiev.S 
These examples and the excavation ot enam- 
eling workshops in Kiev” suggest that the 
copper cross was manufactured locally. Its 
unusually large size and unprecedented 
iconography attest to the creative appropria- 
tion of the Byzantine artistic tradition !n 
Kievan Rus 
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figure of San (ueorge mav scill be identified, see 
Prokhorov 1273, pl. XI. 

3. Parerik i Otechnră Pecherskii (Eicy, 1661), tol. 210%, 
a5 quoted in Putska roâ7, p. 217, The Parerile 1ș a 
thirteenth-century work on the ongin of the Kpiewo- 
Pecherz'ka Lavra and he deeds at the monks ar rhis 
monasrery. Ir surtives in numerous manuscripts 
[the oldesr daring from che îttecnrh centuri), most 
Of *hich belong to three main redacrions. For the 
text in irs most typical torm, see Abramoawech 
91; tar an Enghsh translation, see Heppell 1939. 

3. Bolkhoveitinon: 1847, p. 292. 

. For examples of such crusses, see Zalesskata 1964, 
pp. 67-75; Ai. Boss 196, p. 74, no. 98; Putsku 
987, pp. 2197-30; Fytzinger 1988, pp. 63-66. 

3. Palesskara 1964, pp. 16773, 

6. Pekarska anl Puisko 1989. pp. 24-94. 

7, Khwaika 1grz, 


EX 


LITERATURE: Bolkhovitinov 1847. p. 292; 
Funuduklei 1847, p. 66; Zakrevsku 1863, p. 53+, pl. X: 
Prokhara 1875, pl. Ar; Sementoskii 1881, p. 234; 
Frolow, Reiigue, 1961, p. 293; Zalesskaa 1964, p. 172, 
pl. +; Bank 1966, p. 31+; Bank r977, pp. 309-109; Putsko 
147, PP. 27-39. 


206. Cross Enkolpion 


Kicvan Bus (kici), betare 1240 
Eronze 
10.2 X 5.7 %.6 CM (4x22 x în.) 


INSCEIBED: În Greek, on che front, IC XC (Jesus 
Christ). În Church Slavonic / Old Fus”, math most let- 
ters incurrectiy transposed: on the tront, KPECITE 
HAMB | TEUIEHHE)] (he Cross 1 our solare, 
XPLEC]TE HAME IOXBAAA (he Cross 15 our glorv)i 
IIHECA IN Khedasi; ATH[IOC] (Sant); B[OTOPOALILLA ] 
iMeiher af Gol); TPI TOP (taregar); on the back, 
CIRAITAA BOTOPLOAHI LE. TIOMATAȚĂ (Hole Mother 
Gif Crexl, help usi; NETPU (Peter: 1AMAH (Damianos); 
KO3MĂ (Kosmas); BACHA (Basil) 


CoNDITION: There has been some surface cotra- 
son fram long burial. 


PROVENANCE: Excavated in Kiev, 19708; presented 
as a gift to Mstyslav I, rhe first Patriareh of Kiev and 
AUL Ukraine jroge-g93! and tormer primate ot the 
Ukraiman (Chrhoxlox Church in rhe Linited States and 


rhe Lhaspora, 1375; in bus possesson until his dearh, Tega. 


Museum of the Ukrainian Orthodox Memorial 
Church ot the LL5.4., South Bound Break, 
Dew Jergene (1 7) 


This cross, produced and worn in late- 
rwelfrh- and early-thirteenth-century Kutv, 
was cast from a stone mold similar to the 
one excavated in Kiev included in thus exhi- 
bition (cat. no. 207). Ar least six other exam- 
ples made using the same mold are known, 
attesting to the extreme popularity of this 
enkalpion tppe. (ine, now in the Nanonal 
Archaeological Reserve “Chersonesus in 
Tauride, in Sevastopil, was discovered in the 
city of Khersones, on the Crimean penin- 
sula. The South Bounil Brook cross and tao 
in the National Museum of the History of 
Ukraine were excavated in Kicv.! A cross in 
che Khanenko collection was found ar the 
site of Kniazha Hora, near the city of Kaniw, 
just south of Kiev.? Ir is probable that the 
remaâining two crosses, one in the State His- 
tarical Museum, Moscow, and one in the 
Hungarian National Museum, Budapest,* 
were also produced in Kiev, 

These cast-bronze enkolpia arc evidence 
of the presence in Kievan Rus” of pectoral 
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reliquary crosses, which, by the Middle Byz- 
antine period, were popular throughout the 
EMpire (SC€ cât. NOS, 120-124, 225, 334, 335), 
When first excavated in Ukraine, they were 
believed to have been umported to Kievan Rus 
frcum the Crimean peninsula? but subsequent 
archaeological finds and the discovery of molds 
have established that they were produced în 
Kiev and perhaps in ather Kievan Rus citieş,€ 
Like many other Byzantine examples 
(sec cat. nas. 120-124), these nvo-sided cru- 
citorm Kievan Rus enkolpia, connected by 
hinges, are aorned with depictions uf the 
Crucifiion and medallions containing saints 
on the front and with the standing figure of 
the Virgin flanked by saints on the back, 
Mass produced using stone molds, these 
Objects of personal devotion present a con- 
sistency of matenal, proportions, and Slavonic 
inscriptions as well as precise details of form, 
style, and ornamentation that allows for the 
identificanon of distinctive Kievan Rus enkol- 
pion types. Because everpthing carved into 
the mold would be reproduced identically on 
all the crosses cast from tt, this standard- 
ized method ot production allowed craftsmen 
to serice more than one patron at a time, For 
this reason they may have found it more 
lucrauve to depict widely popular Saints, 
OZ 
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207. Two Valves for Crass-Shaped 
Enkolpia 


A, Douhle-Sided Yale for Cross-Shaped 


Enkolpia 

Eevan Rus | ke), late rzth-earl 13th centaur; 
Slate 

10 X6 X 2.5 CM(4X 24 X11N.) 


ÎNSCRIBED: În Greck, on the front, PM BY 
(Mother of God). In Church Slavanic, en the front, 
TAEPH ((abriel), HBANO (John): on the back, 
BACHAH (Basil); HBANO (John); [1] HTOPH 
iGregarr: | 

LONDITION: Unly the lover half ot the double- 


sided valve survives; it is broken into tao fragrnents. 


B. Double-Sided Valve for Cross-Shaped 
Enkolpia 

Kuevan Rus țEiew), late 1zth—early 13th centurp 
Slate 

12.5 X 10 1.5 CM (4 4% 4% A în] 


CON DIII0N: The double-sided valve sureives in 
Taro Eagrnents, extensively fracturec arcu the 
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cupes; there 15 a tnangular loss along the proper Left 
side, with resultant loss to the cressbar en the Front 
aud hack. 


[ROYENANCGE: Borh excavared by Y. Y. Khyoika 
in Kiev, Ipo7-—8. 

Marsional'nyi Muzei Istorii Ukrainy, Kiev, Ukraine 
(A: NMLU Y.LG04/ 28110 f.20008; B: NMLU 21434 
28109 f.20007) 


Archaeological evidence suggests that the 
Mongol invasion of Kievan Rus” in the middle 
of the thirteenrh century was responsible for 
the burial— both intended and accidental! — 
ot much of the personal, transportable wealth 
ot ivs inhabitants. Many of these hoards 
have now been excavated, particulariy n 
kaev, bringing to light a rich array of jewelry 
as well as goldsmiths' tools and implements, 
including stone molds, bronze stamps and 
matrices, dapping blocks, and drawplates. 


Numericalls, the most spmficant unearthed 
tools are the stone molds, of whuch at least 
seventy-three are known, fifty-nine of them 
excavated in Kiev.? They were used for cast- 
ing an assortment of objects, including 
bracelets, temple pendants, carrings, medal- 
lions, cross pendant, and enkolpia. Their 
abundance suggests thar the demand was 
great for decorative and ornamental objects 
in more aftordable materials modeled after 
the wrought gold and silver objects that are 
the hallmarks of the goldsmith's art. These 
valves for cross enkolpia, along with the other 
valves for molds from Kievan Rus included in 
the exhibition (see cat. NOS. 21$4,B, 2164,B, 217), 
are stylistically and techmcally representative 
of the group. Nearly all the molds were bi- 
valve, with designs engraved, drilied, and 
scraped into a fincly graincd refractory stone, 
identified as slate, to create a negative form 
within the mold cavity.* The two vabees cat- 
alogued here and other pana ot stone jew- 
elry molds, including a single valve tor a 
bracelet (cat. no. 217), were excavated in 
1907-—8 in the vicinity of rhe Desiarynna 
(Tithe) Church in Kiev by Y. V. Klwvoika.* 
One valve 1s :incised with the Crucifixion 
and țhree roundels depicting the Virgin, 
Saint John, and the archangel Gabriel on 
one face and the standing Virgin and roun- 
delş with the Church Fathers John Chry- 
sostom, Basil the Great, and Gregory on the 
apposite face. The portion ot the valve that 
carresponds to the top of the cross is now 
lost; rost likely it had a fourth roundel with 
a figure of a saint or an archangel incised on 
each side. Except for the standing Virgin, 
each figure is identified by an inscription. 
While most of the inscriptions are in Sla- 
vonic and rendered in reverse, the Virgin is 
identified by the Greek lerters of her acro- 
ay, incorrectiy transposed. The other valve 
is carved on both faces with schematic crosses 
in relief. Originally, the relief designs fit into 
the articulated cavities of complementary 
valves; when the mold was filled, a ţhinly 
walled cruciform box was created that could 
function as the container for a relic (see cat. 
no. 206). The form of the cross pendant and 
its decorarien were derived from those of 
Byzantine pectoral crosses, such as the silver 
one now preserved at Dumbarton Caks in 
Washington, D.C.5 

During casting, the mold valves were 
placed in register and secured by hammering 
pins into the sockets or holes in their cor- 
ners.? The fact that both faces of each valve 
were carved suggests that a number of molds 
were sandwiched together and cast simulta- 
neously, with further support achieved by 
pinning a rigid bar or restraint across their 


sides. Ihe molten metal would flow into the 
mold cavity through a gating system. An 
opening at the top of the mold, the povring 
funnel, allowed a large volume of ntetal to be 
poured into the warmed mold. The weight of 
the molten metal propelled it dowm through 
a large central channel, the sprue, ensuring 
that it would exert sufticient pressure to fill 
the cavity.€ Air and, gases trapped within the 
cavity were driven out through vents around 
the edges — the chin incised lines at the ends 
of the crossarms. When the metal cooled, 
the casts would be removed, the excess metal 
from the sprue and runners cut away, and, if 
necessary, the image clarified by chasing 
and/or engraving. 

Although only one other fragmentary cross 
mold is knoven,” numerous examples survive 
of the cas crosses produced in Kievan Rus 
by means of such molds (see cat. na. 206).'9 
In all cases their rnatenal has been udentified 
as a copper alloy and there is no surviving 
indication of gilding. The popularity of 
these enkolpia in Kievan Rus” indicates that 
small-scale works made of base metals played 
an important role in the dissemination of 
Byzantine iconography and style during the 
rwelfth and thirteenth centuries. 
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na. 1, and pl. ș. 

4. Khwoika 1913, p. 71; Bahalii 1914, pls. 167, 169. 

4. Fora discussion of his Functiar, see cat. nos. 120— 
124, 206, 225, 

6. M, Ross 1964, no. 99. 

7. Hadges 1981, pp. 70-71. Rybakov (1948, p, 260) 
sugpcsts that cad pegs werc used ta sccure the 
valve. 

3. Biringurcio 1959, p. 220. 

9, Karger 1048-67, vol. 1, pl, XL; Tera Bohero- 
Asi 1996, p. 176, no. 19. 

10. Khanenko and Khanenko 1893; |. Crrabar 1953, 
vol. 1, pp. 287-858; Lowag 1971, pp. 143-64; 
Pekars'ka and Putsko rș89, pp. 24-04; Moscow 
1991, p. 1583; Hlavăckovă 1993, pp. 3130-13; Vienna 
1993, nos. 102, 103; Richraond 1904, no. 45; 
Tierkva Bohorodzii 1996, Pp. 142—53. 

- Published compositions of Kievan Rus and 
Middle Erpzantine cross enkolpia are rare; how- 
ever, analvsis at a cross reliquary in the coilectien 
ot the 4luseum of Fine Arts, Eoston, indicates 
that it was cast from a latten alloș, a relatively 
ihexpensre material, easily cast and character- 
ized by its visual sumilariry to gold, making ui 
appealing to both the metalworker and the 
chent: Netzer 1991, pp. 1353-59. 


LE] 
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LITERATURE: Khancnko and Khanenko 1899, 
Khwoika 1pu3, p. 71; Bahalii 1914, fuzs. 167, 169; 


Rybakor 1943, pp. 260-671, 31-20, Korzukhina 180, 
pp. 220, 2300-32, pl. 4. na. 1; Karger 1958-61, vol. 1, 
pl. xi, Korzukhuna 1955, pp. 1298-37; Euinguccio 
1959, p. 229, Lovag 1071, pp. 143-64; Hodges 19â!, 
pp. 70-71; Kolchin 1985, pp. zăg—a3, Asiele 1pâg; 
Pekars'ka and Putsko 189, pp. 34-94; Moscow 1991, 
p. 163; Netzer 1og1, pp. r8-—s0; Hlavackovă 1993, 

PP. 319—13; Vienna 1993, Nos, 122, 103; Richmonă 1094, 
no. 45; Derkva Roborodyisi 1996, p. 175, MOS. 21, 22, 


2U8. Five Fraganents ot a Monastic 
Girdle 


Kievan Rus (Kiex), late rzth-early 13th cencuryt2)/ 
17th centurgţ 

Embassed Icather 

A, EKPI-AREh 407: 3.5 X 47 CIT (1% 4 IN in.) 

B. EPL-ARKh 129: 4.3 X 26.5 CI (174 x 10% in) 

C. EPI-AREh 303: 2.4 x 19.7 CM Îl X Isi.) 

D. EFL-ARKh ş1e: 2 %X 16.8 crt (4 X 6 in.) 

E. KPL-ARKh 311: 2.4 X 10 cr (1% 6 în.) 


INSCRIBED: |n Church Slavonic Old Rus, sir 
legends [many rtansposed in reverse) idenrifing; the 
scenes 

CoNDITION: These five fragrnents, although the 
best preserve from the remains of a girdle, are warn 
ani damage along the ecdges and have been restore, 


FROVENANCE: Excavated an the site af rhe 
Kyieve-Pecherka Lavra, 19808. 


National Kucv-Pechersk Historical and Cultura] 
Resenec, Kiev, Ukraine (KPL-ARKh 307, 309—311, 329) 


Recently excavated on the grounds of the 
Kyievo-Pechers'ka Lavra (Kiev Monastery of 
the Caves), these leather fragments once 
formed part of a girdle worn by a monk at the 
monastery, In view of the fragiliry of learher 
and its rapid decay under most archaeologi- 
cal conditions, the discovery constitutes a 
unique find, Each leather section is embossed 
with compressed images of the major feasts 
of the lirurgical year. Among the :denrifiable 
christological and mariological scenes are 
the Annunciation, the Nativity, the Entry 
into Jerușalem, several] of Christ's miracles 
(including the Raising of Lazarus), the Trans- 
figuration, the Ascension, the Mission to the 
Apostles, rhe Anastasis, and the Koimesis. The 
iconography of these scenes was so well estab- 
lished in Miclgle Byzantine art that the general 
outlines of the compositions and figures 
provided enough detail for the Orthodox 
faithful to recognize the indivudual subjects. 
Accompanying, ermbossed inscriptione fur- 
ther :dentified the scenes. 

The Kievan Rus' monk Kiryl of Turaii, 
who lived in the mid- to late rwelfth century 
and became bishop of Turau in the 1160s, 
wrote an exhortation for monks, On zhe 
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Maonastie Order, in whuach he described in 
detail and explained the symbolism associared 
with monastic clothing.! According to Kiryl, 
the tearher girdle used to fasten the monas- 
tic habit worn on feast days signified mor- 
tality and was symbolic of Christ death on 
the cross.” Perhaps the leather segments from 
the Eyievo-Pechers'ka Lavra belonged to 
such a girdle — in which case they would 
have been appropriately decorated with rep- 
resentations of the lrurgical feasts held on 
the days the gurile was worn. 

D2P 


1. Fora critical cdition ot the text, sce Eremin 
1955-58. Cor an Engiish translauon, scc Franklin 
1991, Bp. 82-06. 

2. For a translancn oi the releva passages, see 
Franklin 1901, pp. S£, 92. 


LITERATURE: Fremin Lgsș—s8: Franklin rogi. 


EXHIBITIGN: IVIct 1995, DOS. 1217, p. 43. 


209. Necklace from Staraia Riazan” 


Kuevan Rus (Sarata Biazan), late a2th century 
Croid, precis stones, aul pearis, uth close 
enamel, filigree, and granulaticn 

DBIAM. of centrat medalion * cr | 31% în.) 


INSCRIBED: In Greck and a combinatian of Gureek 
and Church Slavomic characters or the central medal- 
ion, MIP /aY (Mather ot uod:; on the medallion to 
the Ictt, OP; LISA (Saint Irene); on the medallion to 
rhe right, OBAF/OBAP (Saint Barbara). 


CANDITION: A number ot the precious stones and 
inst of the paris encircling che outer borders of the 
mexlallions, tite enameleil plicues, and the central 
pems are last, as are the strands ol pearls decorating, 
the beads. the surtaces of the Saint Irene and Saint 
Barbara enarmels are damage; some beads and the 
Guter rims of the medallions are shehrly dented, 


DROVENANCE: Indiidual pieces constituting the 
necklace were tenund buried în a field near he village 
Of Staraia Biazani bnr Ustin Efumeore, June 6, 1822. 
State Historical and Cultural Museurn “Mezscrea 
Kremlin; Moscosu, Russian Festeraticn (ME 971-973: 
MR 974-979; ME 952-993) 


The necklace forms part of one ot the richest 
Kievan Rus hoards thus far uncarthed. On 
June 6, 1822, Ustin Efimov, a farmer, discovered 
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the hoard wtule plowing a fielc near the vil- 
lage of Staraia Riazan, the sire of the capital 
ot the Murom-Riazan principalty of Rus. 
The hoard comprised five elaborately adorned 
gold medallions with cloisonn€ enamels, six 
gold medalhons set with precious stones, 
five pold-filigree beads with a scalelike design, 
six gold-filigree beads with a tendril design, 
to large pold-and-cnameled temple pendants, 
a gold bracelet, two gold “buttons” with 
cloisonnc-enamnel images of saints, two gold 
rings, a gold clasp, and small gold plaques in 
a variety of shapes.! Since these pieces were 
found scattered and detached from one 
another,? it is not clear how many necklaces 
the medallicns and heads came trom or how 
they had been arranged within a necklace.? 
As reconstructed, the Staraia Riazan' neck- 
lace Is composed of six hollow goid-filigree 
beads, which once were decorated with four 
strands of pearls running the lengrh of the 
bead and one strand encircling the central 
width. An overlapping scale pattern acdorns 
the surfaces of five of the beads, while an 
ornate tendril design covers the smth bead, 
wluch 1s further embeluished nt fonur small 





pal, 


germns along the circumference. Five medal- 
hons are suspended bermeen each bead from 
loops adorned with precious stones. Set in the 
central medalhon is a circular plaque with the 
enameled bust ot the Virgin Orans dressed 
iri a blue mraphorien; the Virgin holds her 
han«ls betore her în a gesture of prayer. An 
ornate border of delicate tendrils and lavish 
germstones encircles the enamel, The medal- 
lions to either side ot the central onc also 
contain <loisonne-enamel plaques. The bust- 
length portrait ot Saint Barbara appears on 
the right medalion and rhar af Saint Irene on 
rhe left one. Borh saints are clad in praphoria, 
Each figure holds her hands before her in 
praver as she supports a martyr's cross in her 
nght hand. Borders decorated with applied 
filigree and gems surrouiudl he three enarn- 
ele plagues. 

The obyects in the Staraia Riazan” hoară 
constitute the jewelry associated with the 
costume of a Rus woman from princely or 
boyar society, The necklace viih the enamels 
ot the Virgin and the two female saints was 
particulariy approprate to such a patroness, 
since Saint Barbara was the daughter of a 


wealthy nobleman and Saint Irene was the 
patron Saint of many of the toreigri princesses 
who took her name upon marriage to a 


Byzantine emperor.* 

The 1conography and the ctoisonne tech- 
nique of the three enameled plaques reveal 
strong artistic connectiens between Byzantiurn 
and Rus, However, rheir elaborate medal- 
lton settings and their inclusion along wirh 
filigree beads and vrith large medallions set 
with precious srones emphasize the distinc- 
tiveness and the mastery ot both enameling 
and goldsmirhs work in Kievan Rus. 

OzZP 


1. Fora hs ri the items consututing the Staraia Riazan 
hoard of 1822, see korzukluina 1954, PP. 14344. 
Far descriptions and illustrations of all the items, 
see Komdakor 1igă, pp. 83-06, gs. +2—și, 
pls. 2077. SOFII. 

2. Ttaces ot tabric observec alonpaide some of the 
items suggest that the hoard had been contained 
in 2 clorh, which has long; since disappeared. A 
mare extensive search of the area conducte ba 
the archacologast Kalardovich soon atter the dis- 
covaury ot the hoară failed ca reveal ar addirional 
finds; see Kalaidovich 1823, pp. 1-29, and kondakov 
LA96, p. 44. 


3, The size ani number of medallons sugpcat that 
rh: hoard included more chan ore necklace. 
4. 008, vol, 2. p. 1008, 


LITERATURE: Kalaidovich i8z3, pp. .-29; Olenin 
IŞ31:, Mesborkaia Oruzhetnaa palate lâ3a, PP. 4-a, 
Drevnosti 1851, Pp. 4347: Zabeiin 1845, p. 206; 
Moskovikain Oruzheinaia palata 1860, p. ş1; Kondakov, 
Istorii, 1892, pp. 334—39; Dpir' Moskovshat 1894, 
vol. 1, pp. 41-43: Kondakor 1896, pp. 83-06, ps. 421, 
pls. Xa, XYIL; Tolstoi and Kondakore 1497, vol ș, 
pp. 10r—s; Arsenev and Ttutavskii 101, p. 74; 
Bartenc* 916, p. 28; Korzukluina 1954, pp. 143-244: 
Cosudaritren ata Oruzheinaia Palata L9S8, 

NES. 12428, 
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210. Pair of Earrings 


Eievan Fus"), r1th-r2th cennurp 

Gald: fabricared irom wire; set with cloisonne 
enarmels 

Each: 2.3 % 2.5 cm (LX in.) 


The Metropolitan Museum of Art, New Yark, N.Y. 
Purchase, 1973, McDougall Palmmer Gifts in memory 
at Richard Fitinghausen, and Harris Brisbane Dick 
Fund, 107g j1079.278.r4,b) 


These earrings arc an anormaly among cxtant 
early medieval jewelry. Whule their crescent 
shape, layout, and box construction are typi- 
cally Farimid, the basic vocabulary associat- 
ed wuth such jewelry 15 completely lackung, 
The method of construction employed în 
forming the filigree hemispheres is unknown 
on other Islamic jewelry; gold is not used as 
sparingiy as on most Farimid jewelry;! nei- 
ther the ubiquitous rings for stringing pearls 
and semiprecious stones nor the typical 
strip support for filigree decoration 15 to be 
found; and the $ curnves, while present, are 
ot flattened twisted wires and not of the 
usual flartened plain wires. Furthermore, 
the designs ori the enamels are closer to those 
from southem Rus than to those from Egypt 
(cat. no. 278), and the enamels are found 
on both the front and the back, a conunon 
occurrence on such omaments proxluced in 
the Byzanune world but unique ro Fatimuid 
enameled jewelre. And while the green 
and red enarmels are similar to those found on 
a crescent-shaped pendant in the Marnpoliran 
Museum (cat. no. 278), the white and blue 
enamels have composihons more consistent 
with whar îs known of ancient Roman glass- 
making technology af a tppe thought to 
have gone out of use about the fourth cen- 
tury a.D. This would indicate rhe reuse of 
Roman glass for enameling, purposes more 


210%. Back 


than seven hundred years later. We thus have 
a pair ot earrings that incorporares both 
Roman-type and Islamic-type enamels, a 
combination known to have been found 
among, Byzantine enameled objects.” 

Because similar enamels have been found 
in southern Rus; because the method of 
incorporaring the cnamel cup is Not known 
on other Fatirud jeaelry, because composi- 
tionally the enamels are of both the Roman 
and the Islamic wepes; and finaliy, because 
correlations exist with a pair of earrings 
from Kiex 1n the Hietropolitan Museum 
(cat. n0, 211), we would suggest placing 
the present earrings in Byzantium's neigh- 
boring, state kievan Rus. 

M J-M 


1. "This observation was made by Jean-Frangois 
DelLaperouse, Department ot Objecrs Conser- 
vation, Lhe Metropolitan Museum of Art. 

2. Wiark 1pski, Department of Objects 
Conservation, The Metropolitan Museum af 
Art, has also noted, with regard to |imoges 
enameled pieces, thar Roman- and Islamic-tppe 
enamels are used on the same object, and he 
believes that the presence ot the Roman-repe 
enamel on the earrings may be evidence for 
a Byzantine rather than an Islamic origin. 


LITERATURE: Jenkms and Kecne 1953, p. 76, no. 43. 


211. Pair of Farrings 

Kuevan Rus (2) Byzantine (?), 12th century 
Suhver gult and enamnel 

Each: 3,2 x & cm (114 x 2% inj 


CONDITION: Each carring is missing a loop; 
come Eartitig (.20ş$1) 14 also missing a hertispherica] 
secnon. 


The Merropohtan Museum of Art, New York, NY. 
Giit of ]. Pierpont Morgan, 1917 (17.190.2051,2042) 
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These earrings have a boxlike construction — 
that 15, the crescent-shaped fronr and back are 
joined by a metal strip, thereby creating a 
hollow ornament, Five hemispherical sec- 
tions, cach made of rwisted wire, filigrec, 
and one large grâin, are soldered to the sec- 
tion juining front anl back, and loops for 
securing, beads or pearls are soldered between 
therii, 

Elements of he Merropolitan Museuns 
earrings are found in both Middle Byzanuine 
and Islamic jewelr;. Along the outer cir- 
cumference of borh front and back are tri- 
angles of granulation like those on the 
British Museum earrings (cat. no. 165) and 
those on earrings in the Starhatos collec- 
tion with Arabic inscriptions in enamel. 
The hemispherical sections are typical of 
basket earrings, which were popular in 
the Middle Byzantine and Islamic tradi- 
tlons (see cat. nos. 168, 27$B). In both tra- 
ditions a disk projecting from the center 
of the crescent's upper edge 1s typical (see 
cat. no. 156). Ihe round perforation in the 
top af one earring and the broken-oft 
seginents on the tops of both indicate that 
each of the carrings had some sort ot pro- 
jecting segment. 

The boxlike form oi these earrings and 
the loops for supporting pearls and semi- 
Precious stones are generally considered 
hallmarks ot Fatiumid jewelr.” The enamel- 
ing, however, Is on both sides, which 15 not 
mpical ot Farimid jewelry? but is characteris- 
ic ot Constantinopohtan and Kievan enam- 
eled pendants (see cat. no. 170 and a pendant 
in Cleveland+). On most of the purely 
Byzantine examples known to this author, 
the entire surface is covered with enamel. 
Kievan pieces, however, are more likely to 
be enameled in segments, as the present 


earrings are. Technically these earrings are 
also akin to Rus"-Byzantine temple pendants: 
the cloisons are hammered into the gold or 
silver surface rather than soldered on at a 
forty-five-degree angle.* The palete — red, 
dark blue, lighe blue — is mppical of borh 
Hievyan and Constantinopoltan temple 
pendants, but the morits are more purely 
Byzantine. The rosettes are like those on 
the Chalice at the Patriarchs, an eleventh- 
century work in the Ireasury of San Marco, 
Venice” The trefoils Aanking the rosette 
are similar to those on an enameled pendant 
cross at Dumbarton Oaks, Washington, D.C, 
which 15 attributed to Constantinople and 
dared to the eleventh or mwelfth century.” 
he segmentation of the enamel surface 
had its roots in the use of inlaid stones, a 
practice that the Goths brought to Ukraine 
about 400.8 By the Middle Byzantine period 
in K:ey enamel had replaced precious stanes, 
as demanstrated by the Rus'-Byzanţine 
temple pendants (cat. no. 212), to which 


this pair of earrings is sure!y related. The 
conography of the earrings 15, however, 
more purely Byzantine, lcaving open the 
question of more precise attribution, 

KR B 


. Coche de La Fertt 1953-63, vol, 2, pl. 11; Jenkins 
1993, pp. 29-81. 

. Yenkuns, “Farm,” 1988, p. 42. 

. Jenkins and Keene 1983, no. 43, 

„ Milliken, “ Eyzantine Jewel 1047. 

„ ral communicaticn “th Asat tran, Department 
of Objects Canserration, The Metropolitan 
Museum ot Art. 

4. New York and Milan 1984, no. 16. 

7. Ni. Ross 1965, no. 157, pl. Lăxt; New York and 

Milan 19âq, na. 16. 
3. Roth 1979, fig. 286, p. 126, 00. 286. 
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LITERATURE! Komdakov, Istoria, 1592, pp. 331-423; 
tondakor 1396; Milliken, “Pzantine Jeelry,” 1047; 
Loche de La Ferte 19ș3-63, vol. 2; hi. Ross 19605: 
Roth 170. Jenkins and Keenc 1ș33:; New Yark and 
Milan 1934, Jenkins, “Fatimud, 1gâ8, Degriarieva- 
Kapnik 1993; Jenkins 1993, no. 43. 
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212. Temple Pendants 


Kievan Ross (Kios), urth-r2th century 


A. Temple Pendant 

Gol and cloisonne€ enamel 

BX 3.4 CI (2% x 21 UL.) 

Tie Metropoltan Museum ot Art, Nea Vark, ME. 
Gitt ot ]. Pierpont Morgan, 1917 (17.190.679) 


B. Temple Pendant 

Gold and cloisonne enamel 

Bd XA 5. Cr tz 2 in) 

The Metropolitan Museum of Art, New York, N.Y. 
Gift of ]. Pierpont Morgan, 1917 (17.190.680) 


C, Pair of Temple Pendants 

Electrurn and cloisonn€ enarmnel 

Each: 3.1 % 4 Cr TA XI LI. 

The Metropoliran Museum of Arc, New York, N.Y. 
Gift of j. Pierpent Morgan, 1917 (17.190.702,704) 


D). Pair of Tempie Pendanrs wirh Filigree 
Border 


Silver and mello 

7Q8: 6 x 5,7 Cm (2% X 24 UL.) 

700: 6 X $,4 CITI (Za X 24 ul.) 

The Metropolitan Muscum ct Art, New York, N.Y, 
Gifi ot ]. Picrpont Morgan, 1917 (17.190,708,709) 


E. Paur of Temple Pendants 

Gold and cloisonne enamel 

Fach: ş.4 4 4.8 cm (2% 3 ri In.) 

The Metropolitan Museum af Art, New York, NY. 
Gift of ]. Pierpont Morgan, 1917 (17.102.699,707) 


E. Par of lemple Pendants 

Guld and clensonne ernamel 

Fac: şq x 4.8 cm [214 2 14 in) 

The Merropolitan Museum af Art, New York, NY, 
Gitt of ]. Pierpont Morgan, 1917 (17.100.700,703) 


G, Temple Pendant 

Gold and cloisonnE enarnel 

5.4 x 4.85 cm (214 X 1411.) 

The Metropolitan Museum of Art, New York, N.i. 
taitt ot ], Pierpont Morgan, 117 (17.190,684) 


Temple pendants, so called for the part of the 
face they hang, near, are personal ornaments 
most often found in gold with enamel deco- 
cationi. The edges of these crescent-shapei 
works were originally adorned with strings 
of pearls intertained with beads. Their 
attachment hoops allowed them to be worn 
in a variety Of ways by aristocratic men and 
women in the vwelfth and rhirteench cen- 
turies, Pendants might be suspended from 
the hair or from the headidress, A pair of pen- 
danrs were attached to the flaps of a man's 
cap excavated near Kiev in the nineteenrh 
century! Stefan Uros I, king of Serbia from 
1243 to 1276, is shown wearing pendants sus- 
pended within chains from his crown in the 
wall paintings at Sopocani, Serbia, which 
were executed about 126$.* An Ottonian port- 
able altar depicts four temale Virtues, each 
having a pair of pendants hung from a piece 
of fabric attached to her headdress. Temple 
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pendanrs, hollow and open at the rop, may 
have contained a scrap ot cloth dipped in 
perfume.* 

Marvin Ross has noted that the shape and 
the enameling of Kievan temple pendants are 
derived from Constantinopohtan jewelry (see 
cat. no. 170 for a discussion Of an exquisite 
contemporary example).5 The temple pen- 
dants seen here, all from Kieyan Rus, depict 
on their fronts heads of sants, the tree of life, 
a bird moving forward, a crowned head math- 
in a medallion, and a par of Sirens — birds 
with human female heads— flanking, the tree 
ot lite. Their backs bear abstract geometric 
representations within medalhons, triangles, 
stylized leaf motifs, and drinking horns.* 'The 
enamel palete includes red, blue, green, tur- 
quaise, yellow, black, and white and 1s as 
broad as thar of contemporary examples from 
Constantinople. 

Through the generosity ol ]. Pierpont 
Morgan, the Metropolitan Museum has a 


rich and representative collection of Kicvan 
temple pendants. Ihree of these pendants 
are from the Desiatynna (Iithe) Church 
and were acquired by Morgan from the 
A. Zwenigorodskui collection. Timo of the 
Zvenigorodski pendants are included in 
this exhibition. The first (A) shows on the 
front avo addorsed regardant birds fianking 
a stylized tree of life and on the back two 
rhytons, or drinking horns, flanking a qua- 
trefoil above a triangle. Boris Rybakovy noted 
that in May 1022 the feast ot Borys and Hib, 
eleventh-century martyr sa.nts, was moved 
from July 24 to May 2, coinciding; with the 
pagan observance ot the buth ot spring. Thus 
the temple pendants worn at celebrations of 
the martyrs' feast are usualh; thought ro incor- 
porate both pagan and Christian themes.” 
Rhunons, which contained water for the fields, 
were connected wirh feruiliry, Similariy the 
breasts ot the birds fanking the tree of le 
are decorated with symbolic seeds also refer- 
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ring to fertilty. The second Zvenigoradskui 
pendant (B) depicts on the front two ad- 
dorsed haloed Sirens flanking a tree of hfe 
and on the back rwo contronted advancing 
birds framed by srplhzed floral scrolls. Deg- 
tiarieva-Kapnik, following Rybakov, sug- 
gests that these haloed Sirens are bird saints 
guarding; the tree of life and remarks that 
there are fifteen known examples of pendants 
with representations of Sirens.? 

From the Street of the Three Prelates, 
opposite the Mykhailiwvs'kyi Zolotoverkhyi 
Monastery (Saint Michael ot the Golden 
Domes) in Kiev, come a pair of temple pen- 
dants (Cc) with mo addorsed regardant birds 
flanking a medallion and triangle on the 
front and a crowned head in a medallion 
above a triangle and flanked by rhytons on 
the back. This pair and pendant 17.190.699 
af pair E are the only examples in the Metro- 
politan's collection that appear to retain 
their original oxisted strands of pearls and 
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beads. Such splendid sets of jewelry were 
worn only for ceremonial Church obser- 
vances and were often decorated th Christian 
images. hey were surely worn for marriage 
ceremonies. These pendants bearing a 
crowned female head may have been orna- 
ments appropriate for a coronation or a 
wedding. 

Made in the same form as the gold tem- 
pte pendants, a silver pair (D), decorated in 
niello and filigree, shows a grifin on the 
front and a trellis an the back, According to 
Rybakov, none ot the sets of silver jewelrv 
that have been found includes a crownlike 
headdress. Less precious than their counter- 
parts in gold, these ornaments may have 
been used by princesses for evervday wear 
or may have belonged to nobiliry of lower 
rank.9 This pair's place of origin is unknown, 
but the backs are similar to those of a paur in 
the British Wluseum from the Street ot che 
Three Prelates. 


To additonal pairs of temple pendants (E, 
F) are from the Street of the Three Prelates, 
and both measure ș,4 x 4.5 cm (2x14 in.) 
In one pair (E) each pendant bears on its 
front a bust ot a male saint (Borys?/FHlb>) 
fanked by geometric configurations and on 
its back a central quatretoil, four soylized 
leaf motifs, and wo small triangles, În the 
other pair (F) each pendant displays on the 
front two addorsed regardanr birds tlankinp a 
stylized tree ut life above a triangle; on the back 
each bears the same design seen on pair E. 
The ihird pendant (G) trom the Desiatyenna 
Church, which has the same dimensions 
as pairs E and F, shows on che front two 
addorsed regardant birds fianking a tree ot 
lfe and on the back a medallion with an 
elaborate quatrefoil ser in acanthus leaves, 
surrouuuded by foliate motits in circular and 
quadrilateral forms. 

KR.B 


I. Griffin regi, p. le. 

 T3, Rice mp3, pi. 201. 

„ Ateenbock 1983, p. 30, fig. fa. 

Bremen 186, p, 3. 
MĂ. Ecss 1g6ș, pe 112. F%035, 135, 161. Acecardirig tt 
Ross, A. $. Gushchin gives au imenrare of extant 
temple pendants trom Kiev and discusses the exca- 
vation Of an enanteling workshop therc, 

 Rrbako 1971, p. să, 

. but, pp. 36, 96. 

. Degtiarieva-Kapruik rapa, p. 132, 

. Bahakare ig7i, p. 4ă. 
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LITERATURE: Kondakow 1892, p. 346, pls. 20, 21 
(17.190.680.,684,70c), Bock 1896, pp. 4ot-19, pl, XXII- 
XXXIIL (iz.r9e.670,680,6t4); Kondakov râ96, pl. vi 
(i7.192.68€); Dalton. “Byzantine Enamels, 1912, 
Ep. pic. 65, pls. 11, 1; Bossetrt 1932, vol. ș, p. 047, 
illus. (izga.700.70qj: D. Race ga; MĂ. Boss 196: 
Rybake 1971; Brown 1950. pp, 6-y: Srecnbheck 183, 
Degriarieva-Kapnik 1993; Gnthn 1993, pp. ș-18, 


EXHIBITION: Aachen 1884. 
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2] 3, Ceremonial Ornaments 


A, Two Ornaments Decoratcd with Birds 


and Conwventionalized Trees 

Ficvan Rus (probably Euev), 127h century 
Gold and cloisunnt enamel 

Each: 1. zii cn brazi] 


PROVENANCE: Excavated in the apse ot the 
Dhestarenna Church, Faci, in Tăq2 

The Merropaliran hluseum of Art, Ne York, M.I. 
Crift af ]. Pierpant Morgan, 1017 (17.190.705.706) 


B. Ivo Cham Fragments 

Kacwan Rus | probably Key), 12ch ccature 
Uold and cloisonrie enamel 

„BEI: L. 11.1 CM (qi n.) 

682: L. 12.9 cm îs 1r,] 


PROVEHANCE: Facavated at the site af the 
Desiaryuna Church; A. W. Zrenigorodskii collection. 


The Wictropolitan Muscum ot Art, New York, NY, 
Gifr of ]. Picrpont Morgan, 1917 (17.190.681,682) 


Each of these ornaments (A) consists of ten 
gold-and-enamel medallians artached by 
“tongue-and-groove” hinges secured with a 
pin and terminating at one end în a clasp 
and at the other in a single-link chan. Ihe 
finciy worked medalhons are made up ot two 
disks jomed by a tin, rectangular metal 
strip. he tips ot the attachment loops are 
soldered to the plain back of each medal- 
on, and the medallions are attached ro 
one another by pins, 

From each chain's center the decoration 
is oriented toward the chain's end. Similar 
chains in the Scate Historical Museum, Mos- 
cow, have the same arrangemenț, and they 
are the ciosest parallels to the Metropolitan 
chains.' On the Moscow medalhons walking 
birds alternate with geometric motiis, wtule 
on the Metropolitan medallions walking 
birds alternate with conventionalized trees 
in dark blue, green, yellow, red, turquoise, 
black, and white, The palerres of the Moscow 
and New York medallions seem to be similar, 

Two chain fragmenzs (n) in the Mctro- 
politan Museum, each consisting of three 
medalhons, appear to belong to the splen- 
did chains in he State Historical Museum, 
Moscow. 

It has been suggested that chains such as 
these may have been uscd as necklaces or 
bracelets.? According to Boris Rybakov, 
however, archaeological evidence shows that 
women wore mwisted pald ornaments with 
stone-snudded medallions around their necks. 
In addition, na treasure trove has yielded a 
bracelet similar in style to the present orna- 
ments. What archaeologicai finds do indi- 
cate îs that 2 princess jewelry consisteul of a 
tail headdress surmounted by a gold diadem 
with enamel inlay and pearls, On both sides of 


the headdress temple pendant were suspended 
by ornate gold chains (see cat. no. 214), 
The Metropolitan's chains are unusual, hur 
Rybakov has idenuitied similar chainis in the 
State Historical Museum, Wloscow, 45 having 
been used to suspend temple pendant, Corn- 
parable ceremonial decorations have been 
found in sorne hoards from Kiev and the sur- 
rounding region. Marin Ross states that 
another pair is in the Khanenko collection.* 
FEB 


1, Lhuisinformation was provided by Luscimila Pekarsk'a, 
former head ot the Department of Ancient and 
Medieval Kiev in the National Muscum ct the 
History ot Ukraine, Fier, anl a former fellow 
in the Department ot Medieval Art at The 
Merropelilan Fl useuri of Art. 

2. Grifiin 1933, pp. 4-8. 

3. Korzukhina 1972, TX=XIUII. 

4. Di. Foss 19, pe. 12, 00. Il. 


LITERATURE: Frimmel 1885, p. 252 (refers ca chains 
as elevenrh century); Bock 1896, pp. 40ă-1ş, pls. XXII 
XXIII | £): Dakon, “Eyzanune Enamels; 1912, pp. 9-10, 
63, pi5. LU, W: Breck arud Rogers 1929. p. si; Bossert 
1932, vol. s, p. 147, ilhas. (4); Medeea: Jewellery oa, 
fug, &: Rkorzukhina 1954, pls. TX- XIII: MĂ. Ross 1y6ș; 
Korzukluua 1972. pp. 24-30; Brown 1985, pp. 6-9; 
Gnitin 1993, pp. s—8, 


EXHIBITIGN: Aachen 1884. 


214. Temple Pendants and Suspension 
Chains 


A, wo Temple Pendants 

Kievan Rus (Kniazha Hara, Kan» district), 12th 
cari 13th certuri 

Cold aud cloisenin€ enarrel 

Each: gi x 21 cra tra a in] 


B. Two Suspension Chains 

Kuievan Rus (Sakhnowka, Kaniy district), r2th=early 
Tâth cenrure 

Gold 

Tach: L. 22 cm (4% ind 


CONDITION: Lhere are some indenrations in the 
chains, as well as some distortions of their convex 
shape, 


PALOVENANCE: Phe pendant; were found in a 
hoard in the village af Kniazha Hora, Kaniv district, 
in. the Cherkas+ region ol Ukrane in 1897; the chains 
were located in a hoard ar a site called che Diwycha Hora 
near rhe willage ot Sakhnovka, Kaniv districr in the 
i_herkas region in roca, al acquired by E. |. Khanenko 
soon after their respective discoreries, 


Muzei Istorychnykh Eoehrownostei Ukrainy, a branch 
ot the Matsional'mrpi uzei Isrerii Ukrairi, Fie, 
Ukraine (A: DM 1838, DM 1830; B: DM LB45, DM 1646) 


These temple pendants and suspension 
chains were tound in ro unrelated hoards 
at different sites in the Kaniv district of 
Ukraine and thus are not onginally from the 
same ensemble. Simular cloisonnc-enamel 
pendants and beaded chains were, however, 
often paired in the hcaddresses worn by 
well-to-do Kevan Rus” women. Suspended 
from a diadem encircling the head, the log- 
shaped, convex beads af the suspension 
chains were sometimes sewn onto a leather 
strap tor additional support. Ihe pendants 
were then attached to the ends ot the chains to 
hang at the shoulders. This arrangement and 
the pendants” crescent siape and cloisonne- 
enamel ornamentation recall Byzantine 
hcaddresses adorned with temple pendants 
suspended on penaouita; the details of deco- 
ration, design, and techmque clearly identifp 
these pendants and chains as Kievan Rus. 

The decorative techiuiques and visual vo- 
cabulary of the Kievan Rus” poldsmuth are 
well integrated in the gold suspension chains 
and the gold-anil-enamel pendants. The 
appcal of repetitive shapes îs apparent both in 
the rows ot idlentical verticaliy ribbed lozenges, 
or logs, which constitute the chains, and in 
the extensive use of hollo, semicircular domes 
on the pendants. Such forms conserved 
materials and were easily reproduced in thin 
gold or silver sheet worked over matrices or 
impressed by dapping punches and blocks. 
Structural integrity was added to the logs by 
soldered-on backings and to the domes by 
attaching them to the main body and sup- 
porting structure of the temple pendants— 
two lunate-shaped gold sheets Joined by a 
narrow strip soldered at right angles just 
within the Dorders of their cutout rays. An 
opening at the top allowed access ro the 
interior Of the pendant, A hammered loop 
with its ends curled back on itself sas in- 
serted between two loops on either side 
of the pendant to create hinges pinned with 
rolled tubes of sheet gold. The artist”s artrac- 
tion to the visual interplay of texture, reflec- 
ton, and color îs evident in the use of lengrhs 
of the drawn and twisted fligree wire that 
outline each ot the rays and bracket the 
smoath domes encircling the bezels and the 
inset enameled plaques. 

It is în the fabrication of the plaques that 
we have the best-preserved technical finger- 
print of the Kievan Rus goldemith, as well 
as an indication of his methods ot replica- 
tron. The plaques appear to have been made 
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in the same manner as the enameled Kievan 
temple pendants in the Metropolitan Museum 
Of Art (cat. nos, 212A4,B,C4E,F,G) and are similar 
to the silver-anud-alello pendants from the same 
şite and in the same collection (cat. no. 212D), 
The forms for all these images were impressed 
an matrices, with the indentations filled 
wițh either niello or enamel.? The one sur- 
viving matrix tor the production of enam- 
eled temple pendants is a flar disk with the 
individual torms of rwo birds flanking a tree ot 
life pierced through is depth, thereby allow- 
ing its further use as a templatre.? Each sheet 
shaped on the matrix was overlaid and sol- 
dered to another sheet ot similar dimensions, 
marked cut with the same design but with 
the interior ot each farm cut away, creat- 
ing a crisp outline for the cells and a plaque 
ot sufficient mechanical strength. The feet and 
legs ot the birds were enpraved rather than 
formed on the matrix, 

The use of a matrix in the producuon of 
enameled plaques seems to be unique to 
Kievan Rus and distinct from the way sur- 
viving, examples of either Pyzanune or Western 
cloisonne enamels were made. The devel- 
oprment uf a means to mass-produce enam- 
cled gold temple pendanrs suggests a sizable 
demand for them in Kiev, corroborating; the 
apparent wealth of the city and us role as an 
artistic center during, the Middle Byzantine 
centuries, 

PD and Oz P 


7. Fora discussion at marrices in general, sec Brake 
1548, pp. 301-2c. For reference to a materii that 
may have been uscd in the production of suspen- 
sun chains, excavatel in Sakhnovka, see ibid, p. 306 
n. 158. A round lead pill containecd be an irc 
collar, excavated bnr L. 4. iclubecr, 15 said to be 
the malleable taver that was placed oxer the sheet 
and matrix and then struck by a hamrner, feoreirug 
tie sileer or gold sheet into the recesses, sec ibid. 
p. 30. 

2. For a cscusson of melloed termple penlants, ser 
Rylakor 1948, pp. 4320-30; far 1lustratiaris, see 
Khanenka aul Khanenko 1goz, pl. SOI, nas, g6i, 
971, 9733, and pl. X2IX, nos. 9âg, 970. Far matricei 
used for nielloed temple pendants, see Ribakor 
1940, p. 252, figs. 78, 80, 81, and p. 254, fps. 82, 
83, and Eybakor 1048, pp. 30, 312. For a discus- 
sia of the matrix template for rhe enameled ten 
ple pendants, see Rybakov 1948, pp. 3785-80, fig. 104; 
tor ulustratons ot tie matrix template, see Kolchin 
1083, p. 231, E. 107, 10, 7, Aud Iferkra Boboroisi 
1906, p. 176, 00. 27. 

3. The marii is preserved in the Patrional Museuin 
at the Histore ot Ukraine, Kiev, 1%, NO. NMIU 
v-2524 (28574). For a recent image, see lierăra 
Boborodytii 1996, p. 176, no. 27. While only une 
matrix for fabricating enamels survives, extant 
paurs of temple pendants are udentical iu The 
orientation ol ther design elements, sugpesting 
manulaclure wi a template and mari: see, 
for example, cat. na. 212. 


LITERATURE: Khanenko and Khancnkoe 18eg, pl. T%, 
nas, ș, 53, Beliashewski rgcr, pp. 1ş0-62; Khanenke 
and Khanenko 1902, pl. XXII, no. 908, 909, PR. 21-22, 
pl. XII, fig. FO, 1004, Dl. XXI, NO. Dig, A7a, 
rog, 10906; [lin 1921, p. 27; Rybakov 1940, p. 252, 
figs. 78-81, p. 254, fips. 82, 83; Rybakov 1948, pp. 301, 
30-15, 378, hg,. 14; Eorzukhina 1954, pp. 128, ral, 
pl. xuI%;, Makarcara 1g7s, p. Ic; kolchin 1985, p. 281, 
fip. 107, Paris 1993, p. 31; Vienna 1993. p. 294. 


ExXHLBUIIONS: Paris LO93, 1105, 139, 140, 143 Ik; 
Vienna 1993, M5. 116, 117. 


215. Mold for a Temple Pendant with 
a Griffin 


A. Kaevan Fus (Euev), late czrh-early ah certune 


Slare 
9X 4.6 x 2.1 CI (3% 3 214 x n) 


LOoNBGITION: The vale 15 reconsructed fran 
chrec fragmenrs, 


E. Kicvan Rus Ea), late rzth-—early 1th centuri 
Slate 
ŞI 47% 21 CM (34 x 24 x AN.) 


CoNDIILOX: The valve 15 reconstructiei trormn tour 
fraganents, 


PROVENANCE: Both valyes were excacated in 1939 
by M. K. Karger tram beneath the Desiar;nna 
Chureh in Key. 


Hatsional'n Muzei Istorii Likrauwr, Kics, Ukraine 
CA: 7 II 2884, 11/2887, B; 11 zh34) 


The archaeologist M. K. Karger found these 
valves in 1939 in a secret passapewav below 
the foundations of the Desiatynna (Tithe) 
Church in Kiev. They are parr ofa larger 
group of nineteen malds reconstructed 
from thurty-six fragments that were discov- 
ered there along with three bodies. Legend 
has it that the Desiarvnna Church, while 
serving as the final refuge for the citizens uf 
Key during the Mongol invasion of 1240, 
collapsed under the weighr ot the fleeing 
crowil. Apparentl che three persons fell 
into the passageway when the church caved 
in. At least one ot them was a crafisman, who 
carried with him the touls of his trade. The 
arehaeological context in which the maolds 
were founcl allows us to date them ta the late 
melfth or carly thirteenth century. 

Lemple pendants tunctioned as containers 
tor fragments oi perfumed cloth and were 
thus hollow-? For cast pendants, an open 
interior could be produced by incorporating 
a clay core within the mold cavity, Such a 


core would have been formed in the muold 
itselt and unitormly cut back to create a space 
for the molten metal. A poruon ol the core 
would extend beyond the perimeter ot the 
mold cavity, securing; it to the valves and 
allowing the bulk of the core to float within 
the cavity.> Such a core print 1s visible as the 
incised rectangular torm across the top of 
the mold cavite and at right angles to the 
spruc, With rhe addition of organic material 
to the clay, the core became sufhciently fri- 
able after firing to be easily removed, 

Ar least one other valve for a temple pen- 
cant with a similar grifhn motut in reserve, a 
recessed background, and a beaded rin has 
been found in Fkrev.* Yalves for temple pen- 
dants oi the same shape anl decarated with 
a griftin but without a border, or with an 
undulating filgree border, are also known.“ 
To date, however, no examples ot such 
pendants actually cast from these particular 
molds have been identitied. The cast pen- 
dants were probably made ot lead-pewter, 
bronze, or billon; in design and ornamenta- 
ton they imitated the more expensive hand- 
stamped and engraved pendants in silver and 
mello rhar have bcen discosered in Kiev and 
in Such Rus cities a5 Chernihir and Staraia 
Riazan, The silver examples display an animal 





ZI. AB 


KIEVAN RUS" 315 


or bird monif on the body of the pendanr, 
which 15 encircled by hollow beads, an undu- 
ating filigrec border, or rays (see cat. no. 212D)€ 

The mold shawm here would produce a 
temple pendant characteristically Kievan 
Rus” in design and ornamentation. The styl- 
ized representation of the grifin with a lift- 
ed paw and the large beads surrounding the 
crescent-shaped body of the pendant have 
their closest parallels in other pieces of Rus 
jewelry. The basic form and decorative ele- 
ments, however, may also bc observed in Byz- 
antine earrings and temple pendants. Two 
Middle Byzantine silver repousse earrings 
said to come from Constantinople, one in 
the British Muscura, London, the other in 
the Walters Art Gallery, Baltimore, display 
the crescent shape, a bird mutif, and a bur- 
der ot small beads.” The earnng in the British 
Museum is notably similar to to cast Rus 
earrings, one from Novgorod and the other 
from the village of Porosia, near Korsun, 
south of Kiev.” Although only a handlul of 
cast works have been discovered in Fiev, 1t 
18 clear that this city was the center for the 
mass production of jewelry n Rus" during 
the Middle Byzantine penal. 
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1. Kaargir 1941, PR. 74 85. 
2. See cat, ns, 170, 212 for a discussian ot the Fanc- 
Lion of temple pendants. 
- plecate Taz, p. 34. 
4. Sec Bahalii ring, fig. 170. It îs possible thar che 
recesscd background was to be filled with niello 
although no cxamples of cast temple pendants 


"ka 


wath niello arc known. Examples ot cast temple 
pendants vth recesses filed mith enamel decora- 
tion da sureive; see Korzukhina 1gsc, p. 226, pl. 3, 
NO3. 2, 3. 

ş. Euorzukhina ri, p. 226, pl. 3, no. 1; Wolchu 1984, 
pl. 105, n&. 4, and pl. 106, no, 12. 

6, For examples, see Bobrinsku 1857. pl. XX. nos. 7, 8; 
Fhanenka and Ehanenka igoz, pl. 2007u11, nos. a&ă, 
971-733. pl, XXIX, nos, gfg, 07; hiakarona 1986, 
Pp. 49-63, Asieier 1989, îp. 233; Bourboruclakis 
n... pp. 272—73, 

7. M. Ross 1956-57, pp. 27-30. 

8. decora ra78, p. 152, and pl. 1, no. 8; Kalchin er al. 
r98s, fig. ssa,b. 

3. Bobrinskii 1887, p. 147, pl. YI, no. 8; Korzukluina 
1946, pp. 21-22, and pl. 1, no. ş. 


LITERATURE: Karger 1941, pp. 75-85; Rybakaw 
1948, pp. 270-300; Korzukhina 1850, pp. 217—35; 

M. Ross 1936-17, pp. 27-30; Bazhan ec al. 1966, p. 381; 
Tylecote 1976, p. 34; Sedorra 1975, PP. 149-468; 
Kolchin 1985, pl. 106, fig. u; Kolchin ct al. 1985, 

hp. s6a,b; Wlakarora 1056, pp. qa- 3: Asiciev 1gâg, 
hp, 223; Iierkva Bohorodiytii 1096, p. 173, DO, L. 
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216. Two Valves for Star-Shaped 
Temple Pendants 


A. kieyan Rus (Kiev), late rzh-cariy 13th centurp 


Slate 
10.6 % 7.1 X 2.7 CM (4% X 224 x 1% în.) 


COANDITIGN: Lhe valve 15 reconsrrucred from 
three îragments; portions of the face are missing 
along the breaks. 


FROvENANCE: Excavated in Kir, 


B. Kievan Rus | Kiev), rzth--th century 
Slate 
11.6 8 x 2.2 00 (4 x 3 Ain) 


CON DITION: Lhe valve 15 reconstructed fra năa 
fragments;, portions of the face are missing along, the 
breaks. 


PROYPEHANCE: Excavaled în 1939 by M. E. Karger 
in the passageay below the Desiatynna Church in 
E1ev. 


Natsional'nyi Muzei Istorii Ukrainy, Kiev, Ukraine 
(A: V au /2883; B: Y 1u/2859) 


Each af these ro valves, used far the cast- 
ing af star-shaped remple pendants, :s carved 
with six radiating conical arms that terminate 


in spheres, and each arm is dnlled with a 
network ot small hemispheres, producing in 
che cast a rich surface pattern that imitates 
granulation. 

o cast the complex stellate form, a series 
of runners or inlets were carved off the pour- 
ing funnel and sprue of each valve ro enable 
the molten metal to be fed ra the exrremities 
ot the mold cavity. Unlike the mold far the 
prifhn temple pendant (cat. no. 215), these 
valves have no print for a core. A.V. Ryndina 
has suggested that many of the pendants 
were cast in a “quick flow” or “slush cast- 
ing” technique that does not require a core. 
The molten metal froze or solichified against 
the cooler surface of the stone while the 
still-Auid metal in the center of the mold 
cavity escaped throngh the large vents at the 
base of the cavity, leaving an open interior." 

Valves for star-shaped temple pendants 
have been excavated on the Florivska Hora 
and near the Desiarynna (Tithe) Church on 
the Starakyivs'ka Hora—the rwo locarions 
associated with jewelry-producing work- 
shops in late-rrelfth- and early-thirteenth- 
century Kiev. However, few cast star-shaped 
temple pendants are known. [vo examples, 
one mase of bronze arul covered with silver 
leaf and once composed of a rin-lead alloy, 
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were unearthed in Novgorod; another, of 
cast pewter, was discavered in Gradno.? 

Cast temple pendants were modeled after 
the expensive, highly prized star-shaped 
examples individually worked from thin 
sheets ot gold or silver and meticulously 
decorated by means of gilding, engraving, 
granulation, and fihgrec. An extremely fine 
gold pendant of this type was found on the 
property of a Mr. Lesko near the Desiatynna 
Church in 1876.* Finds of similar silver exam- 
ples from the Kiev and Chernihiv regions are 
more numnerous.* 

Gold and silver star-shaped temple pendants 
were suspended from chains and formed 
part ot the elaborate headdresses worn by 
well-ro-do women. Star-shaped pendants cast 
from molds in cheaper metals must have been 
worn în a similar manner, but perhaps on 
less important occasions or by a less wealthy 
clientele, There are no analogues for the star- 
shaped temple pendants în Middle Byzantine 
jewelry, However, they and their chains 
recall the elaborate headdresses adorned 
with pendoulia and remple pendants that 
were fashionable in Byzantium during the 
Middle Byzantine centuries. 

PD and OZP 


1. Eyndina 1962, pp. 91-98: Kolchin 1983, p. 263. A 
temple pendant of a lead-pewter alloy, which 
ma have been cast by means of the technique 
described, is illustrated in Kolchan et al. 198, p. o, 
no. s6a,b. 

2. Sedova 1978, pp. 150-542. pl. 1, nos. 1, 3. ine ot the 
Novgorod temple pendanrs is quite similar in 
form anl derailing, to rhe mold for such a pendant 
found on the Florivs'ka Hora în Kiev. 

3, Kharinka and Khanenko 1082, pl. XX, AO. 973; 
Korzukhina 1954, pp. ru-12; Hanina 1974, pl, 197; 
Asitiev 1989, pl, za, Vienna 1994, 10, II8, 
pp. 296-097. 

4, Khanenko and Khanenke 1g02, pl. 07, nos, oTă-20; 
Korzukhina 1954, pp, 120, 13-a; Asielev 1989, 
pl. 233b,c. 

3. În the 1g74 heard from Sraraia Riazan, scar-shaped 
temple pendants were discovered along with sus- 
pension chains; see Darkevich and Frolo 1978, 
pp. 34252. 


I.ITERATURE: Khanenkc and Khanenko 1902; 
Bahalii 1914, fig. 172; Kargetr 1941, Pp. 75-85, fip. 2; 
Rybakov 1948, pp. 270-306; Korzukhina 10, pp. 217-335; 
korzukhinz 1954, ap. 11112, 125, [33—q1;, Byncdna 1952, 
pp. d1-98; Bazhan et al. 196€, p. 381, fig. 204, Hanina 
1374 pl. 107: Darkevich and Froimr 1978, pp. 3q2—s2,; 
Scilerva 1978, pp. 140-539, Pl. 1, as, 1, 3, Kochi et 
al, 1985, p, sa, fig, sş6a,b, pl. 106, 3; Asicicr 198$, 
pis. 223, 224b, 233b,c; Vienna 1903, Ia. 113, 

Pp. 2056-97. 
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217. Bracelet Yalve 


Rievan Rus" (Kiev), late 1zth- early 13th century 
Slaţe 
AX 65% 3.2 cra (35 x 25 x Ti) 


COaANDITICN: Che halt ot the valve îs lost along 
the break domn he proper lefr side; a crack runs 
along the proper ripht frame of the ornzmented 
square; a small trianpgular chip in the upper border of 
che umagc 15 associatec veith the crack; there are scat- 
tered losses duc to chipping along the cxtremitics, 


PFROYENANCE: Excavated in 1908 by Y. %. Klrrolka 
an the property of Mr. Petrors'kyi on the Staroky1vs ka 
Hora in Kiev. 

Natsional'ipi Muzei Istorii Ukrainy, Key, Ukraine 
(B 4553/114) 


The bracelet valve was excavated in the 
vicinity of the late-tenth-cențury Nesiatynna 
(Tithe) Church in the oldest, princely sec- 
ton Of Rev. Fragments from approximately 
twenty-seven jewelry molds were found at the 
same site, indicating; that a workshop pro- 
ducing bracelets, temple pendants, ing, and 
other such items existed on this spot in the 
iate cwelfth and early thirteenth centuries.! 
An interlace design with two symmetri- 
caliy disposed Srens decorates the fragmen- 
taty valve. Three loops tor a hinge are on the 
proper right side of the square, A similar 
image and another set of loops would have 
constituted the missing, portions of the valve, 
doubling its length. The opposite valve ot 
the mold would have been smooth, apart 





from the possible inclusion of a pouring 
funnel, sprue, and vents. Core prints in the 
valves across the loops created the spaces for 
pins.? A pair of shallow castings, bent inta 
semicircular forms aud held together by pins 
through the loops, would form a bracelet, În 
1936 a small fragment ot a bracelet valve bear- 
ing two of the myrhologacal creatures called 
senmurps entwincăd in interlace, belicved ro 
be the mate to thus valve, was recovered an 
the Starokyivs'ka Hura in Kiev? 

Sirens and sentuurvs appear tregquently on 
Rus” jewelr (see cat. nos. 212, 218) and may 
also be found on ceramic wares. manu- 
scripts, and even architrecțural details.* 
Representations of Sirens and sezzsurys are 
often associated unth the influence of Eastern 
cultures on the Slavs and with the persis- 
tence ot pagan rituals and behefs in Kievan 
Rus. Such fantastic creatures, however, formed 
part of the repertoire of secular art during 
the Middle Byzantine centuries, both in the 
Byzantine Empire and in Islamic kingdoms. 
Their appearance on Rus" works attests to 
this state's participation in the cultural dia- 
logue of the period, 

The unearthing of the molds in Kiev im- 
plies that cast bracelets were produced in 
this city; to date, however, no examples have 
bcen found. A number of bracelets cast from 
lead-pewter, bronze, and billon dated to the 
Rievan Rus" period and adorned with inter- 
lace and animal ornamentation similar to 
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those on the mold have been excavared in 
Novgorod. The survival of sa many cast 
objects in lead-pewter raises the question of 
whether these objects sere primary models 
cast from stone malds that were to be invest- 
ed, the model rnelted out, and then melten 
billon or 2 copper allov peured into the cavire 
in a “lost lead” techmque, or whether they 
were to be used to form a clay bralve mold 
from wtuch secondary positrves could be cast. 
Jewelry items ot billon, latten, and brass 
alloys would have had great appeal, since 
they were relatively cheap to produce, had 
guod casting properties, ani could be made 
to resemble silver or gold, imitating, the more 
expensive handcrafted ar stamped silver 
bracelets embellished with niello and gilding 
that were produced in Rus (see cat. no, 278), 
PD and OZr 
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218. Hinged Braceict 


Eievan Rus je), nud-r2th centre 
Silver, gikling, and niella 
45 X 6.5 CT (IX ZI IN.) 


CoNDITION! Lhere are numerous cracks across 
both secțiens of the bracelet, mirh artendant losses ot 
nitllo and silver; the losses zi miel are bile with a 
lolack, swvaslike sulstance, 


TPLOVENANCE: Excavateul u1 1y86, che bracelet was 
part af a hoard founi on property n. 10 Cal the 
Eudrars'ka Wulwtsra an Ke. 


Narsionul' ni Muzei Istorii Ukraip, Ere, Ukrante 
IDEA 1289) 


Excavated in 1986 along with seventy-âve 
other pieces, this bracelet is from one of the 
hoards most recently unearthed in Kiev. 

Thirty-eight ather bracelets, similar in form 
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and comparable in decoration, are known 
from the Kievan Rus period.” They are all of 
şilver, some decorated with niello and/or 
gilding, Although a te examples have been 
dated to the tenrh and cleventh centrures, 
most of the bracelets were made in the late 
twelith and early thirtecath centuries; they 
have been excavated in such cities as Kiev, 
Chermhiv, Halych, Tver, Staraia Riazan, 
and Vladimir, 

The bammered silver bracelet is composed 
of to wide semicircular sheets, hinged at 
either end and engraved with human and 
animal forms and interlace patterns set writh- 
in fields of niello. Each of the nwo sheets is 
outlined with apphed lengths of bcading 
and 1s vertically divided at the center by a 
soldered-on strip of silver engraved with a 
foliate design. The nearly square spaces thus 
created are cut horizontally by reserved strips 
of either incised braiding (on one sheet) or 
tightle engraved folate motifs (on the other). 
Within these tour pictorial zones, aruculațed 
n reserve with engraved lines and punched 
details, arc the images af a warrior with 
drawn sword attacking 2 lion and a Siren 
anl bird sheltered by a tree of interlace above 
geometric and foliate designs respectivety, 
On the other half ot the bracelet the com- 
position with to birds is repeared twice 
and, 1n each mstance, set above a geometnc 
pattern. 

Sirens and birds within interlace as well 
as other fantastic creatures such as griftins 
and centaurs appear on a substantial number 
of the extant Kievan Rus" bracelezs. The reper- 
roire ot figural images includes dancers, 
musicians, and drinkers.* The hunting scene 
decorating, thus bracelet is without precedent. 

Thc visual impact of the images îs height- 
ened by cutting back the surrounding silver 
fields and fiiling the recesses with niello. 
When popularized by the Romans during 
the first century A.D., niella was composed 
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prumarily of a single metal sulfide, either silver 
or copper. Be the end of the fifth century, 
howeter, the technology had evolved to 
incorporate mixturts of both,* During the 
tenth century in Constanninople and Kiev 
the composition of mello changed yet again 
with the inclusion of lead sulfude along with 
that ot silver and copper.* This change re- 
duced the melting point ot the niello to 
benacen 415 degrees and 490 degrees centi- 
grade and, for the farst time, allowed the 
niixture to be powdered, placed in its fields, 
and fused.* The silversmirh was rhus able, in 
effect, to “paint” the niello across broadly 
incised areas without depending on me- 
chanical bonding, as had been necessary with 
earlier compositions.? By selectively gilding; 
portions ol the bracelet— the interlace de- 
signs in the lower tiers and portions of the 
trees in the upper registers were not giided— 
the craftsman was abie to entuine silver, gold, 
and niclio, creatmg a ich poh'chromed cftecr. 
PDANĂOZP 
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219. Two Ceramic Tiles 
Ă. Griffin 


Kievan Rus" (Halvch;, zh centuri; 
Red clay 
15 IX CIT ES A SA La Ir.) 


CoNDITION: The tile is reconstructed from 
several large fragments; small losses arc tilled, 


E. Bird 

Kievan Rus" (Halych), 1zth centure 
Red clay 

LS 14 X 4 CT ÎS eX La A.) 


COoNDITION: The rile is reconstructed from three 
large fragments, the upper-left corner is lost. 


PROY*ENANCE: Excavated in Zolori Tik, on 
Krylos Hill in Stanei Hahych (the presenr-day village 
af Krelos in estern kraimu). 1951. 


Les lei [stonechme Muzei, Lei, Ukraine 
TA: LIM KB 15842; B: LIM KE 21260) 


Buth tiles were excavated in Stari Halych, 
a Rus” city that rose to prominence in the 
mwelfth and thirteenth centuries, They 
belong ro a group of 317 ceramic fragrnents, 
from which 99 individual tiles have been 
identified, The square ules vary only slhghily 
in size. They display a central image withun a 
circular frame with tendrils decorating the 
corners. Griflius, other fantastic animals and 
birds, eagles, anthropomorphic figures with 
fish tauls, as well as semmetrical ornamenta- 
tion, fil the central medallion. Wooden 
matrices were uscd to stamp the wet clay of 
the tiles to create the positive reliets.' On 





he basis of the surviving fragments, eleven 
different matrices have been reconstructed.? 

On occasion, glazed ceramics and/or re- 
let carvings depicting grifins, birds, and 
vegetal ornamentation were employed in the 
decoratien of Middle Byzantine churches and 
their furnishings (see cat. no. 2). That these 
tiles were found in the princely section of rhe 
city of Staryi Halych has ted some scholars 
to suggest that they were used to adorn 
the walls of the palace andfor is associared 
church, dedicated ro the Savior, wluch stood 
on Krylos Hill. 

The use af matrices to stamp the tiles 
allowed for their mass production and for the 
replicanon of matits. A wall decorated with 
these tiles would wield a pattern siumtular to that 
seen on some Middle Byzantine silks patterned 
with roundels containing, animals or birds 
(see cat. nos. 148, 150), The vwelfth-cencury 
Dmutrievsku (Saint Demetrios) Cathedral 
in Vladimir s an example of the application 
of such a design ta architecture; there, reliefs 
of griftins, birds, and plant motifs carved in 
lunestone surround the windows (see illus. 
on p. 286). Frescoes ot birds and grifiins in 
rourudels decorate the stainwells in the tow- 
ers of the eleventh-century Cathedral of 
Sviata Sofia (Saint Sophia) în Kicv,* and a 
chain of looped medallions containing gritfins 
carved on a beam once embellshed the tem- 
plon screen of a Middic Byzanrinc church 
in the city of Sebaste in ancient Phrygia (present- 
day Selşikler Kâyii, near Sivasli, Turkey). 

Srylistically, che Halych riles may be com- 


pared with the white ceramic wares stamped 


with reliefs of griffins and birds that have been 
found in Khersones and in Constantinople.S 
The aftiniues of the Halych ules and Byzanune 
works are not surprising, since Halych main- 
tained a close relationsiup with Byzantium 
during the rwelfth century. The prince of 
Halych vas an ally of the Byzantine emperor 
Manuel 1 Komnenas (e. 1143-80) against 
Hungary, and the future emperor Andronikos | 
Komnenos (1. 4183-85) found refuge in Halych 
in 1165." Moreover, the first griftin rile of the 
type described here vas excavated along 
with a gold cloisonne-enamel temple pendanr 
similar to the one from Constantinople recent- 
Iy purchased by The Metropolitan Museum 
of Art (cat. no. 170).8'The Halych tiles thus 
reveal the creative variation and application 
ot Middle Byzantine secular morifs in 
Kievan Rus. OZ? 
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THE BULGARIANS 





JOSEPH D. ALCHERMES 


he arts in medieval Bulgaria, hke the Bulgarian 

state itself, took shape în the fusion ot several 

cultures and peoples. Some were newcomers to 

the Balkans, arriving as the power of the Roman 
emperor in this area waned; others had been rooted for cen- 
turies ini the cities and countryside between the Danube and 
the Balkan Mountains. Painters, sculptors, and architects !n 
medieval Bulgaria drew on varied traditions, local and 
imported, to develop a characteristic manner often depen- 
dent on Byzantium but recast to fill the needs ot and to give 
form to the ambitions of the rulers and elite of Bulgaria and 
the state that they created. 

The territories in which medieval Bulgaria emerped had 
long been home to numerous peoples and crwilizations, 
among them the ancient Thracians and Dacians. The cultures 
of Greece and later Rome penetrated the central and northern 
Balkans, with cities and settlements established at Sirmium, 
Philippopolis (present-day Plovdiv), Nikopolis, Serdica 
(present-day Sofia), Naisos (present-day Nis), and Veliko 
Turnovo; by the sixth century, however, Roman control over 
the area had weakened and large numbers of nomade Slavs 
had crossed the Danube, settling în Bulgaria and the southern 
Balkans, In the late seventh century they were in turn domi- 
nated by new invaders, the Bulgars, under whom the north- 
ern and central Balkans were unified. Byzantium perceived 
unification as a grave threat and therefore opposed it; but in 
681 the Bulgarians routed the Byzantine army, compelling 
the emperor to sign a treaty by which he recopnized the 
Bulgarian state, In this way the so-called First Bulgarian 
Kingdom (6831-1018), with its center at the new city ot Pliska, 
was established.! 

Founded as an encampment of tents, by the ninth centu- 
ry this capital had developed into a substantial stonc-buile 
scttlement. In creating the robust circuit of defense works 
and imposing palaces that today survive only in ruins, the 
architects of Pliska demonstrated a mastery of masonry 
technique and a preference for simple, powertul voiumes, 


Detail of The Sebastokrazar Kalojan and His Vile, Dessislava. Lresco, 
Church of Saints Nicholas and Panteleimon, 1239, Bojana. Photo: 
Bruce Whue 


distinctive traits that set these early Bulgarian monuments 
apart from most contemporary construction in the southern 
Balkans and the area of Constantinople (see illus. on next 
page). The layout of the throne room, elevated high on a 
vaulted subserucrure and equipped with a vestibule and a 
semicircular apse for the khan's throne, brings to mind the 
form af old Roman audience hails, building shapes still used 
in early medieval Constantinople. The heavy, carefully 
hewed stone wall blocks, however, bear no relation to con- 
temporanecus building practice in the Byzantine capital. 
The builders of Plska's palaces and churches, including the 
Great Basilica, used Byzantine designs but gave them sub- 
stance with materials and techniques possibly influenced by 
cultures as remote as those of Chnstian Armenia and 
Sassaman Persia.* 

The sizable golden treasure found at Nagyszentmiklos (in 
present-day Romania) furnishes striking, indications of the 
taste of the early Bulgarian elite. Sassaman patterns hke those 
seen on a gold vessel in this treasure appear alongside shapes 
and decoration familiar from Byzantine goldsmithery, while 
other features draw inspiration from the Turkic traditions of 
the Bulgars themselves.? 

Sassaman models may also stand belund the most remark- 
able piece of monumental sculpture preserved in Bulgaria, the 
massive rock-cut relief ot a royal horseman hewed into a cliff 
outside the pre-Christian religious center of Madara (see 
illus. on p. 323). The imposing horse parades above a lion thar 
has collapsed, struck by the nder's lance; a dog races breath- 
lessly behind the main group. In its theme—the heroic 
rider — the relief :s further linked to age-old Thracian tradi- 
tions. A creation of the eighth century, this image of royal 
might was revisited and appropriated by later rulers of 
Bulgaria. Their attention is attested by three inscriptions: Two 
werc carved at the order of carly-clghth-century khans; the 
third dates to more than a century later, All three inscriptions 
were intended ro document Bulgaria's foreign relations; at 
least two report episodes of Bulgarian political contact with 
the Byzantine Empire. The language ot the inscrptions, as 
well as their content, illustrates this connection: the texts are 
written in Greck, not Bulgarian.* 
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Roval palace, Pliska, oth century. Fei Volbach arul L.a 

Nearly ro centuries after the unification of Bulgaria 
and its recognition by the Eastern emperor, Khan Bons 
(r. 852—89) adopted Byzantine Orthodoxy as the oflicial fath 
of his kingdom. Conversion brought Bulgaria into a more 
complex relationship with Byzantium. În taking up 
Orthodoxy, Bulgaria bound itself to many aspects of 
Byzantine culture, though it was often at adds with the 
empire. The geographical position and ethnic composition of 
Bulgaria encouraged the development of cultural and politi- 
cal relations both wirh non-Slavic neighbors, such as the 
Romanians, and with Slawic peoples, particulari the princes 
Of Rus 

Under Czar Symeon (1. 893-927), Boris's vounger son and 
eventual successor, the First Bulgarian Kingdom reached rhe 
peak of its power, becoming a dominant force in the Balkans. 
A great outburst ot cultural activity, fostered by the czar, who 
had been educated at the imperial court in Constantinople, 
accompanicd this era of poliucal authority. The flowering 
involved the visual arts and virtually all! branches af learning, 
giving rise to remarkable developments in the lturgy and in 
hterature as well as in architecture, sculprure, painting, and 
the luaxury arts. Symeon's attention focused on Preslav, the 
capital founded by his father, where he constructed palaces 
and churches. The dazzling impression made by buildings in 
the new capital is conveved well by the words of John the 
Deacon, a contemporary ot Symeon and an accomplished 
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scholar who played a vital part in the genesis of early 
Bulganian literature: 


When a humble and poor man, a lowly traveler who com- 
ing from far away, sees the gatehuuses of the royal court, 
[he] 15 at first astonished. As he approaches the gates, he 1s 
lost in total wonder; when he enters, on either side he 
secs houses decorated with prized stones and wood, and 
completely painted. And îf he goes in further to the 
small courtiard, he sees tall palaces and churches, exira- 
ordinarils richly decorated with stone, wood and colors, 
and inside with marble and bronze, silver and gold. By 
that point, he will not know to what he might compare 
It, for in his own land he has seen nothing like it— 
only wretched straw huts. He wall be quite amazed by it, 
as 1f he had lost his mund. If chance wills it, he will sec the 
sovereign sitting there dressed in a pearl-studded garment, 
wearing a chain of gold coins around his neck, rings on 
his hands, girded with a purple belt, the golden sword 
hanging, at his side. Around the tsar are boyars, seated 
and wearing golden torquces and belts and rings. After the 
visitor returns to his home, if someone should ask him 
what he saw there, he wall answer in this way: “I do not 
know how ] can report about this to you; in order to 
admire properiy this splendor, vou must see ir wirh your 
Own eyes,”s 


Preslav's lavish structures are known today only in ruins. 
[he recmains of such monuments as the Round Church, also 
called the Golden Church because of its gold mosaic decora- 
tion, give a sense of the grand appearance imparted to Preslav 
by Symeon (see illus. on p. 325). The complex is small but 
intricate in lavout, composed of several elements: a squarish 
courtyard, its niched walls lined veith siender columns; a two- 
story forechurch, the upper level (perhaps Symeon's loge) 
reached by staurs in the corner turrets; and the diminutive 
rotunda itselt (3+ fe. in diameter), enlivened architecturally by 
wall niches and two uers ot colonnettes that encircled the 
domed center. Walls, floors, and vaults bore a profusion of 
decoration, including, marble reliefs and inlay, mosaics, and 
glazed, painted tiles. The intimate design and rich ornament 
of the Round Church, its apparently royal firtings, and an 
inscription that names Symcon have encouraged specialists to 
idennty the rotunda as the czar's palace chapel.* The 
configuration thus represents a conscious and meaningful 
return to building forms used carler in the Byzantine world 
to exalt the emperor. By drawing, on this imperial architectur- 
al heritage, the czar's planners succinctly impiied the parity of 
their lord with the Byzantine basileus. 

The discovery of marble and ceramic ornaments in many 
excavations Of Preslav" monasteries and royal residences en- 
ables us to envision much ot the decoration of these ruined 
medieval churches and palaces. In its sophisticated composi- 
tion and capable execution, some relief decoration rivals the 
marble sculpture made in contemporary Constantinople. 
Other rehefs are carved much more freely (cat. no. 2204,B), 
featuring, novel imagery and a sculptural sryle unencumbered 


by the concern for elegance that typifies works from the impe- 
rial capital. 

A comparable variety of imagert and style characterizes the 
jewelry and other luxury objects made in Preslav and else- 
where in medieval Bulgana,. Lhe sides of a ninth-century sileer 





i 
ca Li Li a: [m Li 
e îi i 
a = PI i a | pa 
a-i Zi z i El j . a 


Royal Horseman. Rock-cut relief, Madara, 8th century. From Kosev 
1981 
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Boris of Bulgaria, Illustration from the Lectionary of Constantine ot 
Bulgaria, Rus; 12th century, Moscow, State Historical Museum, 
Swnodal Collection, Ms. 262 


cup excavated in Preslav bear three bands ot floral decoration 
commonly found on locally produced ceramics and works in 
gold and silver. The Greek text inscribed on the bottom of the 
vessel idenuifies its Bulgarian owner, the Grand Zhupan 
Sivin; the language and certain formulas of the inscription 
afirm the link with Byzantium.” The Preslav 'Lreasure, a 
group of about 1șo pieces unearthed in 1978 outside the 
medieval city, provides plentiful cvidence of the taste among 
Bulgarian nobles for both imported and locally produced lux- 
ury goods, The collection comprises enamels, gold jewelry 
(cat. Nos. 227, 228A,8B), and pendants (cat, no, 229), silver 
objects, reused ancient Roman and Early Christian incised 
gems, and silver coins, Numerous pieces, such as the coins, 
are Byzantine imports, whereas others were probably manu- 
factured in workshops at Preslav, 

Among the most astonishing and abundanr discoveries 
made in and around Preslav is the painted and plazed ceramic 
arehitectural decoration that assumed a consuderable array of 
shapes and bore a wide range of ornament in relation to 1ts 
locanon and funcuon in a building.” Geometric and floral 
designs predominate among the terracotta plaques affixed to 
walls, molded  architecrurai 
(cat. no. 223), and such ceramic fumnishings as components of 
chancel screens. Combinanons ot stone and colored plazed title 
were laic in pavements (car, No. 224), în imitation Of opus sectile, 


the curved and elements 


THE BULGARIANS 323 


the tradinonal and costly inlaid marble flooring in voguc în 
medieval Constantinople. Christian devotional images cov- 
ered many of these tiles, usually with a single figure only a few 
inches tall îilling the surtace; in one extraordinary example, 
however, at least rwenty-one plaques were combined to form 
a largc icon of Saint Theodore (cat. no. 222). During this peri- 
od painted and glazed nles were produced elsewhere in the 
Byzantine world, notably in the area ot Constantinople, but 
nothing extant approaches the con of Theodore in size or 
cffect.” This remarkable survival helps us to gain an impres- 
son Of the lost icons and mural decoraton in First Kingdom 
churches and palaces, as do scant fragments ot contemporane- 
ous wall painting, such as the attendant angel from the 
Rotunda of Saint George in Sofia. 

Soon atter the conversion of Bulgaria to Christianity in the 
ninth century, an urgent need was felt for a means of writing in 
the Slavonic vernacular, largely ro facilitare preaching and the 
acceptance of the new religion. Ihe alphabets devised, first by 
the missionary brothers Constantine the Phitlosopher (Cyril) 
and Methodios, known as the apostles ta the Slays, and espe- 
cially Later by their disciples, proved to be admirably effective 
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vehicles for the diffusion of Slavonic translations and original 
literature, Cities such as Prestav and Ohnd soon became centers 
ot learning and of book production and :llustraton; volumes 
copied at this time were dispersed throughout Slavic lands. Ihe 
Ulustrated manusecripts of Preslav have been lost, but some 
reflections of early Bulgarian miniature painting inform such 
books as the Ostromir Lectionary (cat. no. 198), an eleventh- 
century Work of Kievan Rus based on a Bulgarian source, 

Byzantine military intervention in Bulgaria increased 
roward the end of the tenth centurt and culminated lare in 
the reign of Emperor Basil II (976-025), whose victories 
carned him the title Boulgaroktonos (Bulgar-Slayer). From 
1018 until the close of the rwelfth century Bulgaria was part 
ot the Byzantine Empire, and artstc links between Bulgara 
and Byzantium intensified. At times Byzanuine patrons took 
direct acelon in the newly annexed territories. In the late 
elcventh century, for example, the Byzantine general Gregory 
Pakouranos founded the Petntzos Monastery, near Backovo, 
which had a two-story ossuarv-church that drew on 
Byzantine sources for its construction and particularly for its 
decoration,"! 








Round Church, Preslav, late gth=carly rorh cennury. From Koscy 1981 


Even after the restoration of Bulgarian autonomy and the 
establshment of me Second Bulgarian Kingdom in the late 
uvelfth century, the power of Byzantine models remained 
strong, From the mid-thirteenth century on, architecture and 
wall painting again Hourished, sponsored by monastic, royal, 
and aristocratic patrons. Workshops active in remote monas- 
teries as well as in the capital, Veliko Iitrnovo, and other 
urban centers created starkly expressive images, such as that 
of the prophet Elijah from the Church ot the Forty Marryrs 
in Veliko Tărnovo (cat. no, 221). The murals of the Church of 
Saints Nicholas and Panteleimon ar Bojana (near Soha), 


commissioncd in 1259 for the sebastokrator Kalojan and his 


wife, Dessislava, reflect both Byzantine and local tradinons of 
the preceding ro centuries.'? The patrons” portraits, howev- 
er, are marked by a new sensitivity and a noteworthy degree 
Of individualzaton (see îllus. on p. 320). Other paintings at 
Bojana contain elements of Western origin, especially in the 
representation ot dress, ornament, and weaponry. At the 
Church of Saints Nicholas and Panteleimon, diverse cultural 
heritages, deftly orchestrated by the Bojana master, blend 
with Western motiis to create an ensemble that marks a gh 
point in the history of painting in the medieval! Balkans. 
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220. Two Stone Slabs 
Ă, Lion 


Bulgarian (tara Zagora), roth-uth centurp 
Red schist 
77% 103 Er (30% 4 In.) 


B. Double-Headed Eagle 


Fulgartan |Stara Zagora), rth- th century 
Red schist 
72.5 % 11 er (38% x 4 in.) 


CaARDBILLON: Lhe frames ot the slabs have been 
trimmed, «identiy to adapt them tor reuse as wall 
decaration. 

PROVENANGE: Found betaeen Stara Zagora 
and Mea Zagora in 14904. 


Natşionalen Arkheolegicheski Muzei, Sofia, 
Bulgara fa: s2j Bi iq) 


A single imposing figure fils the large rect- 
angular field of each plaquc. In one an ani- 
mated lion moves toward the left, its raised 
forepaws touching, the inner frame. (Ihe 
hind paws occupied an analogous position 
relative 10 the lower frame, which was 


removed when the relief was cut down.) 
The asymmetrical, spirited head is repre- 
sented frontally, while the hody is shown 
in profile. Two concentric bands of trian- 
gular notehes form the mane, The shallow 
curves at the flat, almond-shaped eyes are 
complemented by arcs that represent the 
folds surrounding the eyes and the brow 
above. The uneven whiskers, indicared by 
wavy grooves, tollow the curves of the 
upper Lip; at the part in the whiskers the tip 
ot the tongue îs visible. Four curve prooves 
on the otherwise smooth body suggest ribs 
beneath a taut hide. The rail, isting down- 
ward between rhe creature's legs ani flexing 
in an $ curve over its haunches, termuinates 
in a pomnted oval that resembles a palm trond. 
The second slab, with the single figure 
of a mma-headed eaggle, is more intricately 
carved than the on placue but less lively in 
effect, The bird îs frontal, rich legs extended 


dommnwară. The wings and rail feathers are 
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displaved and form symrmetrical foils ro 
the paired profile heads. The short, downy 
fearhers that cover the body and upper wings 
are casily distinguished from the longer 
plumes ot îhe lower wings and tal. 

The lack of landscape or additional deca- 
rative elements accords vath the tenth- cor 
cleventh-centurv date most often proposed 
for these rehefs; later works ot this size tpr- 
caliy have supplementary geometric or vegetal 
ornament.' (-omparably flat, simple treat- 
ment ot animal forms charactenizes the relief 
with a griftin from the Ylatacdon Monastery 
in Thessalonike (cat. no. 24) and many other 
tenth- and eleventh-century sculptures carvecl 
in Constantinople, Asia Minor, and the 
Balkans.? Lions and other beasts vie their rail 
curled through the legs frequently decorare 
Middle Byzantine reliefs.? Wih few excep- 
tions the doubie-headed eagle 1s rare in the 
Byzantine world before ir becomes an 
emblem ot the Palaiologans (1261—1453).* 
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The cagle, like the lion, had long-standing 
but broad imperial significance, though the 
royal assocations ot these animals should 
not be overemphasized here, since the plaques 
were part of a set of sculpted decorations that 
comprised at least four other panels. Lhe 
companmon reliefs bear images of a grifhn, a 
honess vith a cub, a barc-breasted temale 
flutist,* and aftronted peacocks perched on 
a fountain. The ensemble also inclusded a 
peacock, a lirnestone capital with a dog, and 
a variety ot legendare ar exotic animals. The 
discovery of the capital, considered in con- 
junctian with rhe dimenstons and rechmical 
teatures ot the plaques, has prompred the 
sugpestion that the scuiptures were once parts 
Of a tempiori, or Sanctuary drider, a hypoth- 
esis rendered unlikely by the presence of the 
nude musician, Perhaps thev belonged instead 
to A stone screen or canopy that embellished 
an aristocratic house or garden. 

DA 


1. Ciulingareo (179, p. za anti fur. 73) assugruzel the 
relufs Le the tert century, wluereas A. Grabar (1976, 
p- 72—73) dlated them to the following centuri. 

2. See A. Grabar îg63, p- 124, pl. 64-a A. Grabar 
978, p. 33, ru. 7, pl. za, ami pp. 63-64, n0. şa, 
pls. 36, 37: Peschlor 1904, p. zâ6, nos. 17, 19, 20, 
Has, 17, 19, 20, 

3. Sec A. Grabar r976, pi. 78, no. 73, pl 49, and 
pp. &r-82, ne. 74, pl. uszb; Peschlow 1904, p. 260, 
nos. 18, 20, fps. ră, 20; Brussels 1982, p. 82, 
sculpture 8, 

+. Fourias 18+ ani ra$o (with exrensiee bibliopra- 
phy); taerala ri34, pp. 7-6. 

3. 4. Grabar (ty76, pp. 74 7si treatecd this slab 
separately from Tla live that bear animal reliets. 
Herseer, în view of he corni falie, the 
campatable dimenstons, and the shared lincspet 
cite n; other authors, the integriry of the group 
should he mainrainud, 


LITERATURE: A, turabhar 1976. pp. 28, 72-73; 
Chilingiro” 1979, p. 320 (th bibliograpi). 


FXHIBITION: Doris 19%0, DOR. TAL, 152. 





221. Fresco with the Prophet Elijah 


lulgraruari €Tiirrieet3), CA. L240 

Fresco 

193 * 94 cr (76 37 1.) 

CONDITIUN: Subitantal portians ot the tresco 
are kost;, the largest gaps are en the riplir suie at the 
cae anul in tu upper-eti cu acra, urs bachirug, ruat 
af rue inscrpuari, 

PROVENANCE: Disciprered îti razi iu tie western 
atu it the Church ot the Foarte Marters, Welikea 
Tirnoro, 

Isroricheski Muzei, Veliko Tărnovo, Bulgaria 

(În. no. MDA) 


The prophet Elijah sars on a rocke ledgze ar 
the mouth of a cave, is operung tramed bv a 
symmetrical sawtouth pattern of pointed 
ocher srones. His body facing left, following 
the slape of the entrance, he turns his head 
to the right, gazing upward towară a small 
disk borne in the beak of a barely visble 
black biră, As the tragmentary inscription 
indicates, the fresco represents the episede, 
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recounted in 1 Kings 17:1—7, in which ravens 
brought bread and meat to Ehjah in rhe 
wilderness.! 

Traces ot a simpit red-and-white border 
above, below, and ro the left at the cave 
reveal that this scene was pari of a series. 
Other fresco fragments from the site ilustrate 
events from țhe lives of the monastic sainț 
Paul of Thebes and Saint John Chrysostom. 
Paui, venerared throughosat the Middle Ages 
as the first hermit, was, like Elijah, nour- 
ished in the wilderness on bread brought by 
a raven. Before undertaking a vocation of 
pastoral service, Chrysostom to0 spent vears 
in the solitude of the Annochene countryside. 

he story ot Elijah fec in the wnlderness 
15 represented ii: various examples from the 
Middle Byzantine and later periods, including 
an icon of about 1200 from Sinai that presents 
the essential figures — the prophet and the 
raven — against a plain gold ground, frescoes 
at Moraca, Yugoslavia (1252) and Gracanica, 
Bosnia-Herzegovina (1321), and a fourteenrh- 
century icori in Saint Petersburg, in which the 
event unfolds in a rock landscape.” 

Many features ot the Turnovo tresco 
foreshadow: developments of the late tlur- 
reenth and fourteenrh centuries: the werghty 
mass of Elialvs hgure and his intense expres- 
sion, the contrasts in color, and the attempt 
to create a more spacious landscape. "The 
circumstances ot the church foundation, 
however, stand at the center of the political 
ftortunes of Bulgaria in the early thirteenth 
century, Czar Ivan Asen II (1. 1218-41) 
ordered 1hc consrucuion of the Church ot 
the Forty Martyrs in gratitude for the mar- 
tvrs” assistance in lefeating the (Greeks at 
Klokotnica in 1230. Lhe fresco of Fiah was 
installed in the estern annex, presumably 
built soon after the construction ef the main 
church. [Da 


1. See Alavrodinova 1974, p. 21, cn the incomplete 
INSCTLPEIZA, 

2. Sulai icon: Soririeu anul Sotitiou 1956-35, “ol. 1, 
fig. 74, vol. 2, pp. 85-39; Moraca: Demus, 
“Entstehung> 1958, p. 27, hg. s; Gracanica: 

D. Rice, Byzantine Printrig, 1988, PP. 112, 129, 
fig. șo; Saint Petersburg: Lazarev 1067, fig. 391. 


LITERATURE: Mavrodinora 1974; Chulin grei 
37, PP. B2—6q, 33738 with nbliagraphir). 


ExHitirion: Paris 1g80, no. 437. 
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222. icon with Saint Theodore 


Bulgarian (Ychka Preslav), late orh-early roth 
century 

Earthenarc and glaze 

H. 53 Ca (219% ir.); cach tile: 11.5 x 11.5 cm 
(4 x aq in.) 

ÎNSCEIBEL: (i |A]TUIC BEAOPOC (Sant 
Thewdore) 


CoNDITIGN: The recomposed plaques are pre- 
served in about 1co fragments; sizable portians af 
the face, hair, and upper shoulcers are last. 


PFEROYENANCE: Found during the 1900 cxzcavation 
at che monastere at Parlcina, about onc and a quarter 
miles southwest of Ycliku Preslar. 


Narsionalen Arkheologichesk: Muzei, oa, 
Bulgaria (4880) 


Twenty-one painted terracorta tiles combine 
ta form this remarkable fragrnentary icon, 
identified as Saint Theodore by three other 
tiles bearing his name pâinted in Careek 
characters. Additional plaques were surely 
meant to complete the image; the saint's left 
shoulder is missing, and it :s not certain 
whether the bust extended farther. 
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Executed directly on the natural yellow- 
pink title surface, the lifesize figure is simply 
but firmly drawn in dark brown and painted 
in brown and ocher with traces of red, A 
concentrared expression and lively asymme- 
try, discernibie in spite ot the damage, ani- 
mate the face: che rhick hair falls over the 
forehead in irregular waves, the arcs of the 
unmatched eyebrows continue (at least on 
the preserved right side) into the strong 
contour of the large nose, and the mustache 
and lips curve abruptly downward to give 
the saint a brooding, almost scowling, look. 

The brown outlines of Theodore's hair and 
long, pointed beard are easily distinguished 
from the ocher nimbus and the dark manrle 
draped diagonally over the ocher tunic, The 
purpose ot the lines painted in threes on 
the tunic îs not clear, În Krustiu Miiatev's 
view they inchicate small, uniforrn tolds in 
what he cailed the thin, hght brown cloth 
of che tunic;! 1f instead they are understood 
as a fringe on the mantle, thus furlike trim 
recalls the borders of garments worn by 
ascetic saințs. 





In the Mucddle Byzantine period two 
saints named 'Iheodore., Theodore leron 
(the Recruit) and Theodore Ştrarelates (the 
General), were revered and commoniy rep- 
resented as armed warriors, The painter of 
the Preslav icon perhaps drew on a model 
created before the advent of Iconoclasm, 
when only one Iheodore— he ordinary sel- 
dier — was venerated and depicted in civilian 
rather than military garb, 

Archaeological evidence attests to the 
existence ot a dozen ninth- and tenth-century 
ceramic workshops în Preslav and the sur- 
rounding, area.” One of the most important 
was found in the monastery at Patleina, here 
this icon came to light, în an archacological 
context datable to the late ninth or early 
tenth century.? Created just a generation or 
two after the chnstianizarion ot Bulgaria, 
this image ot Saint Theodore is the oldest 
monumental icon to survive from the newly 
converted state, as well as a superb indlication 
of the manner in which artists in Bulgaria 
drew on and adapted the visual traditions 
of the Byzantine Empire. 

JDA 


1, Miratev 1936, p. 13. 

2. Totev, “Monasteres,” 1987, 

3. Chilingiro* uo7g, p. 318. He alsu abserved that the 
les, olrrousle mase to he mounted or a wall, 
ere found discacided im a room not far fie the 
ceramic workshop, 


LITERATURE; A, farabar 1928, pp. 17—21 (with 
earlier bibliogriphy), Miiatev rg36, pp. 13-14, 
63-69; Chilingirov 1979, pp. 35, 318, 324; Totew, 
“Monasreres,” 1987, pp. 185-209. 


CXHIBITIONS: Paris Lo6i, no. 260; Paris 1976, 
NO, $, 


223. Ceramic Cornice Facings 


Bulgarian (Preslav), roth centrure 
White clay, painted and glazed 
Each 17 4 18 cm (6 x 74 In.) 


CONDITICN: Both pieces have been reassemblezd 


from fragmenrs. 


PROYENANCE: Excavated in 1şag-r4 at Patlcina, 
near Preslav m Eulpana. 


Narstonalen Istoriko-arkhealogicheski Resenrar s 
Muzei “Yelk. Preslav, Preslav, Bulgaria (1501; 1302) 


The two cornice facings are curved in 
profile, ath fillets at the top and bottom. 
Originally joined together with matching 
semucylindrical pieces, they formed decora- 
tive cornices on the inreriors of buildings; 
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none, however, has been found in situ, The 
painted vegetal patterns on each are distinc- 
tive. One (A) has a srulized palmette design 
with projecting tendruls joined by a rectan- 
gular box. A reduced egp-and-dart morif 
forms the horder, The other (8 has a broad 
leat or palmette pattern, with a simple egp 
pattern at the borders. Similar cornice pleces 
were decorated vurh other motifs, and both 
Arab and Sassanian sources have been sug- 
gested for the rotii and the ceramic techniquc. 

The facings must have been produced at 
Preslav, where in the ninth and tenth cennuries 
there was a flourishing; center of ceramics, 
from which large quantities of architectural 
ceramics have been excavared. Similar ceram- 
ics have been found at numerous sites in 
Constantinople and in Bithynia, and it may 
be a5sumned that the use in Bulgaria of painted 
ceramic architectural components folloved 
the style ot the Byzanune capital — though 
some scholars favor a Bulgarian origin for 
the practice. In Constantinople the painted, 
white-bodied, glazed architectural pieces 
werc known as niles of Nikomedeia, after a 
center that either produced the wares or 
transported them from Bithynia, 

RO 


LITERATURE; A, Grabar 1928, pp. 29—37; 
hânatey 1ă3&; iAkrabona-Zhandovea 19&8, pp. 7-13; 
Schwartz 1052, pp. 43-50; Mason and Mangzey 
995, Pp. î0â—ar. 
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224. Floor Tiles 


Bulgarian | Presla), roth cenmurp 

White clay, pamted and glazesd, set into a limesrone 
matrix 

40 X 44 1 Cm [15% e 174 %X qi inj; each motif 
15% 15 CIT (53% sari 


CONBDITION: The limestane matrix 15 broken 
and irregular, as found in the cxcavation; the tiles 
are fragmentar or have been reconstructed from 
frapruents, 


PROVEXNANCE: Excavateil at Tuzlalika, near Preslav. 
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Marsranalen Istoriko-arkheslogucheski Fescnpat s 
Muzei “Yelk Presa,” Preslav, Bulgaria (2170) 


The decorative ceramic floor tiles and their 
limestone base were among a great variety 
of ceramic archizectural ornaments excavated 
in țhe monastic church at Tuzlalăka, near 
Preslav. In this example the imestone matrix 
forms a grid ot thin lozenges that frame 





square tiles with concave edges. Thus, both 
the riles and the matrix were pan of the 
Hoor design. The individual riles were painted 
with a rotated-square pattern, within which 
a circle appears at the center. 

The ordering of the floor into simple 
geometric patterns suggcests a strong rela- 
tionship wirh conremporanecus Mildle 
Byzantine floor decorarions that employed 
inlaid marbles in a technique known as 
opus sectile. Several churches un the area of 
Tuzlalitka were decorated with the lavish 
opus sectile floors. Ihe present example 
would thus appear to reflect an adaptation 
af the more costly technigque and the inuita- 
tion of imparted stones in cheaper, locally 
produced materials. Tuzlalitka seems to 
have becn a regional center for the produc- 
ton at glazed architectural ceranuic decora- 
tion and icons. RO 


LITERATURE: Akrabova-Zhandowva ry4â, 
pp. 10-28; Akrabova-Zhandova 1965, pp. 7 i; 
Mate 1974, Pp. LO, Lu; Lite ipăz. 


225, Pectoral Religuary Cross with 
Scencs from the Life af Christ 


Byzantine (Constantinoph:), second half of pth- 


ioth century 

Gold, nullo, and wood 

Outer Cross: p.2 % 3.2 Cr (04 că uri: Mukdle cross: 
43 CM (LX LAN: VICt Cross: 3,7 A 2.7 EN 

(a x ran.) 

ÎINSCRIBED: Cuter cross, on the front, XEPE 
H CENA (The Nauvity); middle cross, an the front, 
AF, O YOC (Here 15 vour son) and 140 H MHP 
(Here îs your mother), em either side of the hill of 
Golgorha, TOI; KPANLOY (The Plice opt the 
Skull; abenre the head ot Christ, IC *C (Jesus 
Christ); on the back, 1 APIA/BEOT (Hok: Mother 
GE Gacrl); XPYCOCTIAL (Saint John C.hresostori), 
[PHIGP (Saint iarcgore Nazianzas);, ALEA A 

| Saint Nicholas); BACEALL j Saint Basil the Great) 


PRO*ENANCE: Found by Lunimila Doncheva în 
Pliska, Bulgaria, im 1974 1 a maâss of ceramice brag- 
ments and animal ban, the site, at a depth at more 
than $ fiec, was %5 feet south of che southuast temere 
Gt the cite western gate. 


Matsionalen Arkheologicheski Muzci, Sofia, Bulgaria 
(qdâz) 


This reiiquary cross is actually made up of 
three separare crasses, cach placed inside 
the other. The outer two crosses are gold; the 
wner cross, The relic itself— perhaps trom 
the True Cross—1s wood. 

The outer cross (hercafter, the [irst Pliska 
cross) 15 decorated on the tront and back 
with seven chnstologica! scenes exccured in 
niello, On the front are the Annunciation 
(upper vertical arm), the Nativiry (left arm), 
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the Presentation In the Temple (right arm), 
the Baptism ot Christ (lower vertical arm), 
and the Transfiguration (center medallion). 
Except for the Anastasis on the lower verti- 
cal arm, the back îs taken up almost entirely 
by the Ascension: the Virgin Orans stars 
beraeen to trees at the center, fianked by 
six apostles on either side, who exrend into 
the lett anl right arms ot the cross, Only 
ren of the apostles are shown standing. 
Lhe other vo, indicared simply bv heads, 
are meant to appear to be behind the two 
groups Of five apostles. Above the Virgin. 
Christ 1s enthroned within an oval mandor- 
la held by four angels. 


The middle cross (hereafter, the second 
Pliska cross) is actually che reliquary proper. 
On the front, in the Crucifixion scenc, Christ 
15 shown wearing a colobium; he looks as if 
he is suspended from the cross rather than 
naileid to it, and his head rests on his right 
shoulder. The cross stands uprght on the 
hill of Golgorha, flanked by the smal: figures 
af Marv and Saint John the Lhcologian, who 
stand, respectively, at the left and right eruls 
ot the <rossarni. On the back of the religuary 
15 a variant tpe ot the Virgin Nikopotos, or 
“Victory Maker.” The most common verșIon 
ot this repe— seen, tor example, on a seventh- 
century icon trom Maunt Sinal' — îs a busr- 
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length image of the Virgin facing front and 
holding directly before her a medalion con- 
taning an equaliy frontal figure of Christ. 
The arms of the cross end in bust-length 
portrait medallions of Saints John Chrysostom, 
Gregory Nazianzos, Nichotas, and Basil the 
Great, 

On the basis ot the portraits ot these 
Church Fathers on the second cross, and of 
their surging popularity during the Middle 
Byzantine period, Liudmila Doncheva has 
dated the Pliska relhquary between the sec- 
onă half of the mnth and the tenth century.? 
She has also suggested a Constantinopolitan 
provenance on the basis ot the inclusion of 
these saints together with Saint Andrew, 
who is represented holding a cross in the 
Ascenstan scenc.* 

The first Pliska cross, with its rich christo- 
logical cycle, is closely related to a group 
ot historated reliquaries, of which those 
in the Fieschi Morgan collection at the 
Metropolitan Museum (cat. no, 34) and 
from the Pieye di Sanui Maria e Giovanni, 
Pisa — the so-called Vicopisano Reliquary 
Cross t — are the most famous examples, 
Doncheva has atrtribured these three reli- 
guaries to the same artist; although 1 is also 
possible that they were merely executred 
by the same workshop.” The second Pliska 
cross 15 closely related to a group of reli- 
quary crosses that show the Crucifixion on 
the iront and the Virgin Nikopoios sur- 
rounded by medallions of sainrs on the 
back.” The Pliska reliquary as a whole thus 
provides a vital link between two impor- 
tant groups of objects that are related in 
bath function and decoration, 

This reliquary probably was brought to 
Bulgaria shortiy after its manufacture, It mav 
have been among the many gifis bestowed 
upon the Bulgarian Empire in the years fol- 
lowing its conversion to Christianity by the 
Bzanuines in 864. ST 


1. Weitzinanri 1576, val. 1, NO. B28, 

3. Dencheva 1976, pp. 6-6, 

3. Ibid., p. 6ş. According ta legend Saint Andrew 
was the apustle who founded the Church in 
Cunstananople; see Dormk, 1958. 

4. See Pal 1p6z, pp. 2350-87, 

ş. Doncheva 1976, p. 63. 

6. As has been sugpested by Anna Kartsonis (in 
Eartsonis 1056, p. 109). 

7. Foca hsc ot the survivang crosses of this Dppe, see 
Kartsonis 1986, p. 9ân, o. 


LITERATURE: Doncheva 1976, pp. 59-66; 
Diomcheva-Perkova 170, pp. Bzit.; Chuhngirov 1082, 
pp. 76-80; KarTsonis 1936, pp. 394-123, 


ExXHIBITICNS: Paris I980o, DO. 131: baeneva Ig8$, 
DC. L&. 
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226. Froit 


2265. Enkolpion with Standing Virgin 


Byzantine (Constantincpie), 2th century 
Crald and clonsornine enarnel 
3 x 373 5 cm (25 xx un] 


INSCRIEED: (in the front, ME î* (Mother ot 
God). an the back, IE XC (Jesus Christ) 


COM DLILON: There 15 mir loss ot hnear enamel 
decoratian, particularly on the back frame. 


PEDYENANCE: Found in ăg7, according LO 
Chihngirov, în a grave outside Inavna, about 22 miles 
scuuthwest ot Veliko Tiirnovo. 


Natsionalen Arkheologicheski Muzei, Sofia, Bulgaria 
(487) 


Like many enkolpia, this example has the form 
of a container in two hinged parts, with 
images on the two outer faces. The front bears 
a tiny full-length repousse relief figure ot rhe 
nimbed Virgin standing on a circular base, 
her gaze and upraised arms directed toward 
the upper-right corner of the plaque, where 
the blessing hand ot Cod, also in relief, 
emerges from a gold-starred quarter circle 
representing the heavens. To the left and 
right of the main figure, circular frames sur- 
rourul the abbreviated Greek inscription MP 
8Y (Mother of God). 

The back panel has only linear enamel 
omament, Lhe main element îs a cross cov- 
cred with a hatched design in green, the 
four arms terminating în disks decorated 
path red, whute, and blue rosettes. Ihe cross 
res ÎTormn a stem resting, on a roughly trape- 
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226. Back 


zoida] base; another disk interrupts the 
stern, Tin eypresses with the same reticu- 
late pattern in green flank the cross, 

The combination of rehet and enameled 
decoration, though rare, is paralleled in 
works male by Constantinopohtan crafts- 
men of the elevenrh and rwelfth centuries; 
among the most lavish of these hybrids is 
the bust icon ot Saint Michael in Venice. 
The diminutiwe figure ot the Virgin, with 
its fine modeling and fluudl draperv, resera- 
bles reliefs produced in late-eleventh- and 
twelfth-century Constantinople, such as 
those on the Halberstad: paren (cat. no. 30) 
and on a cross reliquary in Saint Petersburg. 

The imagery of the front plaque — the 
Virgin with arms outstretched toward the hand 
of Lzod — is doubtless of Constantinopolitan 
origin, as the enkolpion reproduces in minia- 
ture the icon of the Virgin Hapiosoritissa. 
The Hagiosoritissa, one ot the most prized 
possesstons ot the Constantinopolitan 
Church of the Iheotokos Chalkopratera, was 
so revered that it inspired the creation of 
carred, painted, and enameled copies and 
variants (cat. no. 113). The name of the icon 
alludes to the holy casket (fata soras) that 
enshrined a wudely venerated relic, the gir- 
dle ot the Virgin.” The figure of the Virgin 
in all likelihoovă refers co a frazment of that 
relic housed'in the enkolpion. 'Lhe leafed 
cross on the rear placue perhaps refers to 
a second relic— a fragment of the True 
Crass — alsa ance contamned in the uny 
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shrine. This decorarion repeats the scheme 
typicaily found on the backs ot small portable 
staurothekai and on large cross reliquaries, 
such as those in Saint Petersburg and 
Esztergom (cat, nos, 38, 40). 

IDA 


[. Bank 1985, pp. 308-p, fig. 205. 
2. Qn the Virgin Hagiosoritissa and the relic of the 
girdle, sec Vogeler 1984, pp. 52-58, 62-66. 


LITERATURE: Waklinowa 1972, pp. 13-18; Vogeler 
1084. 


EXH!BITILONS: Paris ee, na 34; Lenea 1085, 
tă, ILIE, 


227. Necklace of Medallions and 
Pearls from țhe Preslav Treasure 


Byzantine, first halt at ieuh century 
(zold, cloisonne enamel, pearls, rock crysral, and glass 
LIAM, Of medallioas 12 cm (4 în.) 


CombiTrIDM: There is sight damage ta the enam- 
elș; minar losses axccur in the pendanta, 


FROYEXANCE: Part of the Presla” Treasure, found 
in .g78 in the Kastana arca, outside Ycliki Preslav, 
Bulgaria, 


Natsionalen Istoriko-arkheologicheski Reservat 5 
Siuzei "Veliki Preslav, Preslav, Bulgaria (3381[1)+ 


This necklace, extraordinary in the richness 
and variety of its materials and decorative 
techmques, 15 the best-preserved large piece 
in the Preslav Treasure, which consists of 


about 150 pleces of gold and enamel furnish- 
ings (see alsa cat. nos. 228, 229), silver objects, 
reused ancient Roman and Early Christian 
incised gems, and silver coins that were 
unearthed in 1978 outside the medieval city 
Of Preslav, An approxumate mid-tenth-century 
date for the latest works in the treasure 1s pro- 
viclec by fifteen silver coins struck under the 
emperors Constantine VII Porphyrogennetos 
(£. g4s-—s9) and Romanos [] ir. 9ș9-63).! The 
excavator of the treasure conjecrured that its 
concealment occurred in 971 during rhe sack 
of Preslav by Emperor John I Tzimiskes.? 
The neckiace consists of seven two-sided 
ename! plaques with gold-beaded frames; 
hinges link them to six panels of braided gold 


filigree. Five enamel plaques are trapezoidal 
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and two are oblong, Tiventy pendants were 
onginaliy suspended from loops joined ro 
the bases of nine trapezoids. Seven drop- 
shaped, rao-sided enamels hang fram seven 
paired strands of pearis. Interspersed among 
the pendants are thirteen (of he original 
fourreen) single chains of pearis that termi- 
nare alternately in gold filigree cones and 
rock crystal or glass beads. 

Nearly all the enamels show birds and 
anthentia on a green background (rppical of 
Early Byzantine cioisonne ) in shacles of blue 
with some red, yellow, and white, In the floral 
fornas, varlation 15 lmuited to the curve and 
color of the outer bracts. Greater diversity 
characterizes the birds, yet all the bird plaques 
share one trait — a wawy gold line descending, 
trom the beak to a small red cell, suggesting 
a twig with a single leaf. 

In one ot the terminals, hght blue and red 
ename! combines with gold cloisana to form 
a cross, The sole human figures on the neck- 
lace are the enamel buses of the Virgin Orans, 
prominentiy displayed on the central trape- 
zold and the pendant hanging benearh it, 

Many elements ot the necklace resemble 
those found on works produced in the 
ninth and tenth centuries. The birds and 
anthemia can be compared with those on the 
Thessalomike bracelets (car. no. 164). David 
Buckton has noted the similarity of the birds 
with single-leaf cwigs an the Preslav neck- 
lace to those on a pair of tenth-century ear- 
rings in the British Muscum (cat. no. 186).% 
The busts ot the Virgin share characteristics 
with iigures on such ninth-century enarmels as 
the Beresford-Haope Cross* and the Fieschi 
Morgan Staurotheke (cat. na. 34); among 
these are the white headdress beneath the 
Virgin's zraphorion, which can also be sccn 
an the cross, and the white skin, oval mono- 
chrome eyeş and months, and fanlike hands, 
which appear as well on both the Virgin and 
John he Baptist in the Cruciâxion scene on 
the reluqguary, It has recently been suggested 
that rhc relicuary was created în ninth-century 
Constantinople ar in a metropolitan center 
like Thessalonike. Workshops, tools, or other 
direct evidence for enamel production in 
tenth-century Preslav have not come to 
lighr.* IDA 


1. Toate 19ş3, Ph. 14, 1617. 

2. Ibid,, pp. 12—r6. 

3. London, Byeantin, 1994, D. 133, 0. Tq2. 
4. Ibră,, p. 132, 00 147, 

3, Fartsanis 1986, PD, 1016, T23, 

6. Toto Lo, p. 7. 


LITERATURE: Late 1993, Pp. șă 2. 
EXHIRBITIOGNS: Paris 1950, no. ră; Caeneva Igăă, 


Ha. az. 


334 THE GLORY OKH 


228. Two Earrings from the Preslav 


Treasure 


Ezantine, first half of 1cth century 

Gold, cloisoant enamci, and pearls 

A. 107 X dă CAI (414 x că in.) 

B. 7 a Cr (zi li] 

(OH DITION: ţA, The enamel sureies an anl one 
side ot the medallhon and curved segment, some 
enamel is detacheil from the pendant lobes, and 
numerous pcaris are lost. (8) The enarneled medal- 
ion and pearls are lost; the enamel of the cur-ed 
segment îs damaged, ind rhe lobed pendanrs survive 
in unrestorer fragments, 


PROvENANCE: Parrot the Preslav Treasure, Found ai 
1g78 in the Kastana area, oursice Yeliki Presla, Bulgara. 
Narstonalen Îsroriko-arkhealogicheski Reservar s 
Muzei “Veliku Preslav; Preslav, Bulgaria i3381[1|i 

LA. 33818]; B. 3381[9]] 


The Preslav Treasure includes two originally 
similar pairs of carrings. The earring shown 
above (4), the best preserved, is rhe sole sur- 
vIvor Of its pair, A curved segment oruzinally 
enameled on both sides forms the body: ro 
golden beads attached 1o the short ends of 
this arc are joLned with the hoop by whuch 
the earring, as suspended, One end of the 
hoap 15 soldered to the bead; the other îs 
secured through an eyelet so that it can be 
opened. Rising from the center ot the arc 1s 
an enameled medallion framed by beaded 
filigree and pearis. On the lower edge, four 
clusters of goid granules alternate with loops 
from which hang three cnameled, pearl- 
tipped pendants; the central pendant has 
five drop-shaped lobes, whereas the lateral 
clemcnrs are trefoil. 

Considerable variety and elegance charac- 
terize the enamel ornament. The lobes ot 
hc pendants contain rhe simplest decora- 
tion, beaded filigree traming whitish flowers 
set against a blue ground. A whitish tenciril 
taists over the biuc background af the curved 
segment, bunches at grapes enveloped in its 
luops. A striking blue and white peacock, 
shown fronrally wirh ourspread wings, fils 
the roundel above, The backs of both the 
rnedallion arud the curred scement have lost 
their decoration. 

The earring shown below (8) is the better- 
presermved component of a badly damaged 
pair that compares closely with the earring 
shown above. Principal difterences in- 
volve îhe manner in which the hoop 15 
closed (here bv inserting the free tip into a 
holc on rhc top of rhe gold bead) and the 
decorative motits on the enameled curved 
segment, A yellow plant marks the center of 
he bctter-preserved face. Addorsed pea- 
cocks îll the spaces to che right and left. 
The enamel on the back has suffered more; 
here a hunting scene untolds against a 
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fragmentary green background. Open- 
mouthed dogs run from a yellow plant set 
at the center. The medallon of this earmngs 
mate also bears varied decoration on cach 
side: roseites ot diftering color and design 
are set against a backgruund of light green 
on one face and of dark bluc an the other. 

Among, the enameled earrings comparable 
in design and decoratiun are a pair in the 
British Museum (cat. no. 166) and another 
in the Kanellopoulos Museum, Athens; 
three examples in the Helen Stathatos cot- 
lecrion, National Archacological Muscum, 
Athens (one tound wih coins of Emperor 
Constantine VII Porphyrogennetos, r. 945- 
59); a sixth piece in Irâklion; and a smaller, 
less elaborare pair in Berlin, particularly note- 
worthy since 1t accords with the tenth-century 
dare ot the Preslav earrings,! The bodies of 
the Berlin earrings bear inscriptionis invoking 
drine aid tor “Emperor John, surely Emperor 
John Î Izimuskes (1. 969—76). 

DA 


1. Briuish Wluscum: Londan, Byzartizera, Lyd, 
p. 133, no. 1qz: Ranellopenilos Museura: Athens 
1983. p. 136, Nos. 44gla,D; Stathatos collection: 
Coche de La Forte ra$3-63, val. 2, pp. 18-24. pls. (1, 
11b3s; Irăklon: Athens 1464, pp. 3832-83, no. +a; 
Berlin: Efenberger ani Severin 1002, p. 232, 
na. 133. 


LITERATURE: Lutu+ 1993, pp. 288, 


EXHIBITIONS: Paris 1950, No. 165: eneva 1088, 
na. 63. 





229. wo Spherical Pendants from the 
Preslav Treasure 


Byzantine, first halt at roth centure 
Lol, clouisonne enamel, and glass 
DIAM. 3 CT (1 11.) 


LANNITIOH: There are slight scratches, dents, and 


lasses ot anamel. 


PEOY*ENANCE: Partot the Preslav Treasure, found 
1n 1973 in the Kastana area, cutside Yeliki Presla, 
Bulgaria. 


N arsiomalen Isroriko-arkhentogacheski Feserrat £ 
Muzei "Yeliui Preslav, Preslav, Bulgaria [238116] 


The top ut each uf chese two spheres from 
the Preslav Treasure has a golden loop; the 
small circle ot blue glass marking the bot- 
tom center 15 surrounded by gold granules 
and beaded filigree. Ihe gold-and-enamel 
decoration of the sides 15 more varied and 
complex. Five enameled ovals framed bv 
beaded filigree alternate with five raised 
oblongs of plain gold. Lhe five enamels on 
each sphere are identica: agatnst a dark blue 
ground, like plants are paired with their 
flowers tip to tip. Those in the bottom tier 
have white stems, light blue auter leaves, 
and vellow centers. Above, the scheme is 
reversed, vrth yellow stems, light blue outer 
leaves, and white centers. 

Noting the difficult in finding analogues 
fe these curious objects, the excavator ot the 
treasure offered the vague suggestion that 
they had served as “head ornaments.”! În 
this catalogue it 15 argued that a generally 
comparable gold-and-enamel pendant in the 


Dumbarton Oaks collection (cat. no. 146) 
formed part ot the decoration of a joros, 
the long, gem-studded scarf worn by the 
Byzantine emperor. The Preslav pendanrs 
may have served a corresponding function, 
aclorning a garment worn by a member of 
the Bulgarian elite. JW A 


1. Loter 1903, p. 58. 


LITERATURE: Iute 1993. p. 3ă, 


EXHLBIILONS: Paris 1930, no. 171; izeneva LOBB, 
Na. &7, 
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THE GEORGIANS 


$. PETER COWE 


he relative stability extending from the frag- 

mentation of the “Abbasid caliphate in the 

mid-ninth century until the conversion of the 

Mongol Il-Khans to Islam toward che end of 
the thirteenth afforded the necessary political and economic 
substructure to sustain an unprecedented intellectual and 
artistic revival among; the Christian cultures of Armenia and 
Georgia in southern Caucasia. “The region's geographical 
location on the main Eurasian trade routes and its proionged 
status as a satellite or bufter state berween powerful neighbors 
to the east and west had long fostered the judicious synthesis 
and stylstic adaptaton of motifs and ideas of disparate 
provenance. By the early eleventh century the Georgians 
were united for the first time under a princely dynasty recent- 
iy elevated to royal dignity and inspired by imperial ambi- 
tions. Thereafter territorial expansion conspired with 
common interests and christological confession to draw 
Georgia into more profound, multifacered contacts with 
Byzantium. These reached their zenith during the second half 
of the rwelfih century before diminishing; as both states strug- 
gled for survival under severe external pressures.! 

The Georgians brought a well-matured and diversifed cul- 
ture to bear on this dialoguc. Linguistically indigenous to the 
region and comprising several ethnic subgroups, they had 
a documented history stretching back ro the Hirtite and 
Assyrian cras.2 Nestling under the diagonal sweep of the 
Creat Caucasus range to the north and bounded by the rrvers 
Alazani and Kara to the east the physical contours of the 
territory they inhabited narurally favored contacts with the 
south and west. Ar the same time, ihe area's internal bisection 
on a north-south axis by the Suramui range had a decisive 
impact on its socioeconomic, political, and cultural develop- 
ment. The legendary voyage of Jason and the Arponauts 
encapsulates memories of ancient Greek Black Sea trade with 
western Georgia, referred ro in classical sources as Colchis.* 
Later the region was renamed Lazika, reflecting the currency 


Svetiskhoweti Cathedral, Mtskhera, 1010-29 (with later additions). 
Photo: Bruce White 


af L.az as the local vernacular (in some af 15 subdistricts the 
cognate languages ot Svan and Mingrelian are still spoken). 
In contrast, the written medium of Karruli, employed through- 
out Georgia, derives from Kartli, the heartland of the eastern 
sector of the country, calied Iberia. 

Until the Arab reconstitution of Georgia and the other 
Caucasian states into one administrative unit governed from 
the Armenian capital of Duin, the inţernal division between 
Lazika and Iberia also functioned as the boundary between 
the great powers of the region. Thus, whule the former re- 
mained within the Byzantine sphere of influence, the latter, 
which tended to be the more vigorous and culturally produc- 
tive, was generally subject to Persian suzerainty. Ihus fact had 
significant sociopoliuical implications for Georgian-Byzantine 
relations. W/hereas Constantinople inherited the classical 
legacy of a highly centralized bureaucratic structure character- 
ized by urban centers and elected magistracies, Iberian society 
was fundamentaliy centrifugal: power devolved upon the 
upper nobihty, whose privileges were hereditary and whose 
territorial boundanes defined the stare's internal divisions. 
These dynasties predated the Iberian monarchy and ultimate- 
ly seem to have deried from earlier tribal or clan groupings. 
Fterceiy jealous of any encroachment on their prerogatives by 
their peers or the king, they acted as semiauronomous rulers, 
at times forming alliances with foreign powers to ensure the 
well-being of their local fiefdoms.s So successful were they in 
this endeavor that they encompassed the demise of their roval 
line in the sixth century, preferring instead to be governed by 
a Persian viceroy. Lhis pragmatic perspective also informed 
the activities of the pro-Byzantine faction and from s8o to the 
mud-seventh century, under a rather loose alignment with 
Constantinople, led to the appointment of one of their own 
number as presiding prince with the title of kowropalates. 

Despite contrasting, social conventions, religion proved a 
fruitiul ground for rapprochement between the rwo polines.* 
Through the ministrations ot Saint Nino, a captive woman from 
che Roman Empire, the Ibenan court ofhicialiy accepted Chnst- 
anity over an indigenized form of Parthian Zoroasmanism 1n 
the decades following the Edict of Milan (313).5 The conversion 
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Jrari Church, on a bluft overlookinp Sictiskhovel Cathedral, Mrskheta, s56/7-60s;6. Photo: Bruce White 


of the hinterlands, however, was much more protracted. 
During the first three centuries of the Iberian Church Syro- 
Armenian influence from the Sassanian Empire played a 
major role, as is indicated by the textual aftinities of the carly 
Georgian translation of the Bible,” by ecclesiastical architec- 
ture (especially the vaulred basilica and later domed cruci- 
form churches), and by the eremitical form ot meonasticism 
that devetoped.!* This milieu may also have been the general 
matrix out of which a Georgian alphabet was devised m the 
fifth century. Writing was to remain fundamentally the 
domain of the clergy until the rwelfeh century, while epic 
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bards kept alive the oral tradition ot tales ot heroism trom 
the pre-Chrstian era.“ Ar the same time, the influence that 
Jerusalem exerted through pilgrimage to the holy places and 
exposure ro its post-Constantinian elaborations in liturgy and 
sanctorale should not be underestimated.? Indeed, Jerusalem's 
champtoning of the Chalcedoman definition regarding 
Christ's human and divine natures in the late sixth century 
may well have been decisive in persuading the Georgian hier- 
archy to adopt that formula instead of the Monophysite 
dogma they had shared wirh their southern neighbors. 
Certainly the sclusm between the Iberian and Armenian 


Churches, which was made ofticial at the Synod ot Duin in 
608-9, allowed the former's integration into the unity af 
Byzantine Orthodoxy, one of the main preconditions for the 
furtherance of Gcorgia's association with the empire.'* 

The full extent of this potential did not become manifest 
until the tenth century, since the immediate priority of both 
politics was to respond to Arab incursions n and subsequent 
rule over the Near East. Though Byzantiurn was able to fendl 
Of the threat in Asia Minor, its attention was distracted by the 
prolonged internal conflict over Iconoclasm. Georgia, in con- 
rrast, escaped that scourge but suftered heavily for its support 
of the losing side în the strugple over succession to the cahphate 
and for its restiveness under heavier tax imposts. Moreover, 
its territorial integrity and ethnic cohesion were subverred by 
the establishment of Muslim emirates such as that of Tbilisi 
and by the emugration or extinction of its noble houses. In 
time, however, some of the Muslim dynasts made common 
cause with the Caucasian aristocracy against the weakening, 
central power, while the remaming Georgian princes were 
actually able ro expand their territorial bases and rhereby 
reestablish themselves through intermarriage, purchase, and 
plunder in equal measure, 

The one Armeno-Georgian family to profit most from this 
state of affairs was that of the Bagratids, both branches of 
which were clevared ro kingship in the 88os with the caliph's 
approval, swiftly rarified by the emperor. The Georgian 
branch began a process of steady expansion during the eighth 
century in the southwestern repon contiguous with the 





Tomb slab of King Davir III (the Builder), ca, rs. 
South gate house, Monastery of Gelati. Phato; 
Robert Evans and Robin Lang 


empire, in the area around Tao and K'larieti, having appro- 
priated the former district from the Armenian Mamikonean 
house and inherited the latrer from the Georgian Guaramids. 
Enjoying, matenal benefits from the revival of trade în cities 
such as Art'anuţi (whose prosperity was later remarked upon 
by Constantine VII Porphyrogennetos),'* the Bagratid rulers 
began to crect churches and monasterics as memorials To 
their piety and civic munificence. Ot these, one ot the most 
important early examples was the cluster of monastic founda- 
tions established by Saint Gngol Khandzreh (759—861),'* where 
cverydav life was governed by typika (codes at behavior and 
observances) in the Byzantine fashion.!* In the second half of 
the ninth century, under Prince Davit kozropaiates, the toun- 
darions at Oshki, Shat'berdi, T'beti, Opiza, Khakhuli, and 
Ishkhani were adorned vnth fine stone churches whose archi- 
cectural experimentation refiects their donors' self-confidence, 
These monasterics incorporated active scriptoria responsible 
for some of the most valuable carlv manuscriprs, such as the 
Shat“berdi Miscellany of 973-76 and the Oshiu Bible of 978, as 
well as some of the first illuminated Georgian Gospel books 
to survive,!” 

The deposition of the king ot Abkhasia in western Georgia 
in 978 led to the accession of his nephevw;, the son ot the 
Iberian monarch, who as Bagrar” ÎL succeeded to the throne 
of Iberia in rooâ and thus united the country for the first 
time.!* Although unification was backed by the Church, it 
was greered warily by tactions within the higher aristocracy a5 
well as by the Byzantine Empire. Under Basil II (r. 976-102$) 


Cathedral ot King Bagrar“ HI, Kutaisi, 1oo3. Photo: Robert Evans and Robin Long 
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direct intervention could still be ettective in cases ot border 
disputes. However, the straitened circumstances thereafter at 
Constantinople required an evenhanded diplomacy that bal- 
anced tokens of recognition to the king (such as Bagrar: IV”s 
marnage to Romanos II['s mece Helena, the marriage of his 
daughter, Mana of Alania, to Michael VII Doukas and later 
to Nikephoros III Botaneiares, and his subsegquent acquisi- 
tion of the titles nobiizssimnus and sebastus) with encourage- 
ment of the separatist tendencies ot Prince Liparit. In the 
tradition of Prince T'ornik'e during the revolt of Bardas 
Skleros in 976-79, Liparit, with the utle ot pagister, directed 
the imperial forces against initial Selyuk advances in Armerua. 
His betrayal ro Bagrat“ in 10ș9, however, and the decisive 
Byzantine defeat at Manrzikert in 1o71 facilitated the emer- 
gence of a more powerful Georgian kingdom. A scrics of 
strong monarchs ably pratited frora these conditions to sohulify 
their authority by various straiegies. Davit III (1. 1089-1125) 
reduced reliance on princely contingents by emploșing mer- 
cenarics;!* his son Giorgi III (r. 1156-84) undermined dpnas- 


tic prerogatrves by conferring ofhce on those of lower rank; 
and his daughter Tamar (1. 1184-1212) eftectively counter- 
balanced the local nobility by promoting such non-Georgians 
as the Armenian Zak'ariads. 





| | 
Enthroned Virgin wirh Archangels. Apse Mosaic, 1120-30, main 
church, Monastery of Gelati. Photo: Robert Evans and Robin Long 
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As a consegquence of the relative power vacuum în the 
region dunng the taelith century, Georgia was transformed 
from a subordinate posinon to ane in which it exercised juris- 
diction over the states on its borders. Davit III, the last 
Georpgan monarch to hold a Byzantine title, crowned hus 
acmevements in incorporating Lori to the south, Alania to 
the north, and Shurvan to the southeast by regaining, Tbilisi 
from the Arabs. His son extended authority over the Shah- 
Armans, the Kurdish Shaddadid emirs, and the Atabeg, of 
Azerbaijan. Finally, amar reign saw the inclusion of Arran, 
Kars, and Tabriz in the Georgian sphere ot influence as well as 
the tutelary status of the empire of Trebizond, estabhshed by 
her relatives Alexios and David Komnenos in 1204. 

The regular inflow of boory and rribute from these con- 
quests as wcell as thc tariffs imposed on transit trade greatly 
enhanced the powers of both monarch and prince to patron- 
ze the arts. Ihese translated into vaster, more amnbitious 
building projects, such as the spacious cathedral near what was 
then the capital at K'ur'aisi in western Georgia (1003; see 
ilus. on preceding page) and the ecclesiastical center of 
Mtskheta (Sveriskhoveh Cathedral, 1010—29; see illus. on p. 336) 
and the contemporary church at Samtavis1,?* both with elab- 
orately carved facades, This process continued under Davat III, 
apuy named Aghmashenebeli (the Builder or Restorer), who 
commissioned a configuration of three churches at the 
Monastery of Gelati (1106-25). Sienificantiy, the Byzantinc- 
deriwved iconographic programs, such as the mosaic of the 
Virgin and archangeis that adorned the apse of the main 
church, were skullfully modified to suit the indigenous church 
plan. By the same token, the ecclesiastical chant that echoed 
in such spaces often combined a Byzantine melody with 
Georgian three-partr polyphony. Fhe ostentatious depiction 
of the Georgian royal family in full Byzantine imperial dress 
in the donor portraits of the hal! church ar the spectacular 
rock-hewed palace complex at Vardzaa, created for Tamar în 
1184-86, conveys both the surnptuousness of the court cer- 
emonial and the ruler's exalted aspirations.” (Ihe depichion 
15, nevertheless, decorously modest by comparison with 
Tamar's invocation as the fourth member of the Trinity in an 
ocle from her literary circle.) 

The elegance and opulence ot the age are also visible in the 
decorative arts of embroidery, portery (centering on the city 
of Dmanisi),* and metalmork. Gold and silver work in pec- 
toral and processional crosses (see cat. nos. 230, 232), reli- 
quaries, and covers for manuscripts and icons (see cat. nos, 
234-235) 15 in evidence from the ninth century, but becomes 
more plentiful in the twelfth and the carly thirteenrh century.* 
Of particular note are the serting for the Anchi Icon and, 
from the Gelati school, the exquisite Khakhuli Triprych, com- 
prisinp; a gold frame inset with a range of stones and incorpo- 
rating, several medallions in cloisonne enamel. The Byzantine 
influence on this craft was so strong at the time that it can be 





Crucifixion. Cloisonne-enamel plaque, Shemokmedi Monastery, roth 
century. The Georgian State Ari Museum, Tbilisi. Photo: Bruce Y/hite 


dificulz to distinguish local products from imports (see 
Creorgian examples above). 

A similar trend 15 observable in religious and intellectual 
Lfe starting from the last quarter ot the tenth century, when 
Georgian monastic communities began to appear en Mount 
Athos and on the Black Mountain, near Anthoch, and when 
some of the most prominent Georgian scholars received their 
education in Constantinople. In the space of four generations 
the Georgian Bible, service books, and dogmatic and canoni- 
cal collections were all revised in conformuty with the stan- 
dards emanating from the Byzantine capital, which had 
replaced the carlier Jerusalem model. În accordance with the 
spirit of the age, figures such as Saints Ekvtime and Cuiorgi of 
the Iveron Monastery, Mount Athos, Eprem Mstire, and Arsen 
of Iq'alro csteemed increasing precision and accuracy in the 
literal rendering of Greek originals more highly than the 
composition of new works;?* these tended to be restricted to 
hagiography, hymnody, and homiletics. The literalizing tra- 
jectory in translation techniquc reached its apogec in the 
oeuvre of the polymath Ioane Petritsi (died ca. 1125), a student 
of the eleventh-century Byzantine philosopher Michael Pseilos, 
whose style abounds in forms and expressions directly calqued 
on Greek, Petritsi's attempt ta transplant to his homeland 
speculation on the respective philosophical positions of Plato 





Saint Demetrios, Cloisonne-enamel medalion, Georgia, 12th century. 
The Georgian State Art Museum, 'I“bilisi,. Photo: Bruce White 


and Aristotle and their reconciliation with Christian doctrine 
met with little success. Yet its impact and that of the recently 
translated ÎNeoplaronist Areopagitic corpus are discernible in 
The Lord of the Panther Skin by the tweltth-century poet Shota 
Rustaveli, an epic that combines Georgian themes of warror 
camaraderic and folk motifs wirh the emotional ntrensity of 
Persian romance.2* 

This masterpiece marks the end ot an era as much as it fore- 
shadows he next. The beginning of the thirteenth century 
found Byzantium in disarray în the aftermath of the Fourth 
Crusade, from which it never fully recovered, Conseguentiy 
it was to the pope that Queen Rusudan in 1224 addressed her 
vain appeal through I.atin missionaries for assistance against 
uvaders from the East. In the event, Georgia had to accept 
Mongol suzerainty and then renewed partition of the realm 
when Mongol-Seljuk rival manifested itself in support ot 
competing, claimants to the throne. This situanon would 
largely continue until the country was annexed by Russia in 
the first decade of the last century. However, the ideals of the 
Middle Byzantine era in Georgia were re-creared with each 
new reading of its epic verse; and the Byzantine pattern of 
its Christian culture was reafiirmed in its livurgical practice 
and arts. With the emergence from Soviet rule, there is a new 
openness in (reorgya to evaluating this legacy afresh. 
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230. Enkolpion with the Anastasis 


Georgian? ot Ryzantine (Constantineple >, 

late rath-—uth century 

E.name! an gold vih pearls and silver wire 

x 3.5 Cm (34 4 2 In.) 

IÎNSCRIBED: ÎI ANAC/TACHC "Lhe Aastasis) 
PAD ENANCE! From Marreili (presenr-dar 
Cregeckori) in western Georgia. 

The Georgian Sale Art Muse, The Treasure 
Chamber, I'ulisi, Georgia (9577 Rug, 268) 


The front ot the enkolpion bears the Anastasis. 
At the left the resurrected Christ strudes 
aver the unhinged gates of hell as he reaches 
to grasp the hand of Adam. Eve appears 
belund Adam, and both rise from sarcophagi 
at Christ's mdding. The quatretfoul design 
surrounded by beading, and pearls has close 
parallels în txro works, a necklace clasp at 
Dumbarten Oaks, Washington, D.C., and 
an enkolpion oi almost exactly the same 
size in the Virginia Museum of Fine Arts, 
Richmond (cat. no. 199), neither of which 1s 
decoratecl with the Anastasis.! 

Although rare as the sole subject for 
enkolpia, the Anastasis occurs several times on 
such objects with other scenes from Christ's 
lite: on cruciform examples in Pisa and Sofia 
and on a scquare enkolpion în Tbilisi.” În 
the present work the intended use may have 
dictated the chore ot subiect matter, Believed 
ro have held, iike a Locker, a small icon of 
the Virgin, it belonged to the class ot image- 
bcaring enkolpia that came to be known as 
panagta. The dramatic relatonship between 
Eve and the Virgin, resoived through Christ's 


death and resurrection, was an element of 
Pyzannne rehgious belict to which the design 
and function ot the enkolpion alluded. 
Enkoipia were given out by the Byzantine 
emperors, and some were worn by bishops 
and patrarchs as part oi their official regalia. 
Yule this enkolpion has been attributed to 
a Georgian workshop on the basis of paral- 
lels w:th the Crucifixion plaque irom the 
Shemokmedi Monastery (sec ilius. on p. 341), 
Constantinaple cannat be ruled out as the 
place of manufacture. 

CA 


1. FlanibovE 196%, pp. 60-70, îg. 240; Gotioseva 
and Kondoleon 1994. pp. U6-19. 
2. Kartsonus 1986, Has. 25, 26b, 37. 


LiTERATURE: Wessel IgÂ7, Rp. 67-68, Ig, 17; 
Amiranashrili ro71, p. 84, fig. 4z:; Javakhishvili and 
Abramustrili ro86. p. 104, (omoară arul Kondolcon 
1994, PP. LI& -1y. 


ExXHIBITIONS: Cena 197, mu, 24; Vienna, 
Sehiizbrhritee, LO Id, 13, 
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231. Liturgical YVessel from Bedia 


(eorgiani, Ig 

Ducat ral 

H. 14 CM (Sin), DLAM. 1 CE (San), PT, 752 gi 
(26.3 Oz.) 


INScCaIBED: Around the cum, in Georpiari, Holy 
Morher of tzod, interceed betore vour san tor 
Bagrati, the Abkhasian king, and his mother the 
queen tacuraruloukkt, the commissioners af th1s *es- 
şel, the decorators ot this altar, and the builders af 
this holy church. Amen. Liacder the arches, in Greek, 
Jesus Christ; în Georgian, Saint Țohn, Saint Armlrew, 
Saint Luke, Saint Mark, Saim Paul, [no inscrpuon 
ass iated with he Virgin], Saini Peter, Saint Dai 

| Marhear], Saint Thauddeus, Salut Bartholcomee, Sail 
[acak [James] 


CONDITION: Only the bowl of tic wesscl îs pre- 
screcd; three eenl spaced holes appear on the rm. 


PROvENANCE: Church ar Bedia: church ar llari, 
until 1930. 


The făeorgian State Art Muscum, The Treasure 
Chamber, Tbilisi, Georgia (ș10-—4) 


he bowl ot this vessel, which has alavs 
been described as a chalice, is tormed from 
one sheet of gold, and all the figures and 





231. Front 


rich details of decoration are worked in 
repouss€. A continuous arcade — double 
molded, notched, and resting on simple foli- 
ate capitals and honzontally ridged colurnns — 
encircles th: impressive work and promices 
a monumental setting for the trieze af holy 
figures. Most imposing, are the enthroned and 
haloed Christ Pantokrator and the Virgin 
Hedegetna on the opposite sule. Between 
them are standing figures of apostles, five 
on each side, holding codices or rofz/z. Saints 
John and James Aank Christ, and Peter and 
Paul bracket the Virgin, with Saints Andrew, 
Luke, and Mark on onc side and Lew: 


Ep 


tg 


[] 


(Matthew, the tax colector), Thaddeus, and 
Barthalomew on the other. Yhe rimbed 
heads and shoulders ot all the figures are 
approximately at the same level, The inscrip- 
non just below the rim mentians King 
Bagrat [Il (r. g78—1014) and lus mather, 
Queen Gourandoukht, This object was their 
gift ta the new church at Becdha, which ras 
campleted in 999. 

Thus liturgical vessel is notable for the 
orderly and rhyihmic organization of the 
îgures and decorative details and for its 
classicistic and powerful figural style. 
Characreristic ot this style are the sharp 





pleats and the angular eidges ot the drapery, 
which recall the treatment ot drapery on 
contemporary Byzantine Icons Li 2w0ury, yet 
the monumental eftect — here, tar more 
robust — 15 symbolic of an authentic indige- 
nous Georgian sensibulity. 

Certainly, no extant Byzantine chalice 
shares thus technicţue and imposing, classicis- 
tic style, However, there are partial parallels 
for the iconography and for the swstem of 
hol figures arranged on a single level around 
the extertor on several Middle Byzantine 
enameled chalices in the Ireasury of San 
Marco, Venice (sec, tor example, cat. no. 31), 
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232, Front 


on the ivory “Apostles” Pyxis in Cleveland 
(cat. no. 33), and on a number of works pro- 
duced in the Latin West, such as the silver- 
gilt chalice in Fritzlar (cat, no. 297), 

W D W 


LIŢȚERATURE: [choubinacheili 1957, p. 13; 
Tehoubunachiili 19șg, pp. 150-358, illus. 86—g1; 
Amiranashwili 1971, p. 78, pls. 39, 40; Geneva 1970, 
pp. 226, 250, ulus. [colar); Miepisashuli and Tsintsadze 
1979, Pp. 227, 262; WIenna, Srhatzbaii me, 1081; 
ao, “Aluddle Byzanrine 1951, pp. șâ-47, îg. 8. 


EXHIBITIGNS: Geneva 1970, 00, 6 (two color 
ius); %eiina 1981, no, 2. 
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232. Back 


232. Processional Cross 


Gabriel Sapereli 

(3e0rgIan, PO4-I0GI 

Silver and silver galt; figures cast and applieă 
S6 X ȘI CM (334 214 In.) 


INSCEIBEL: In Georgian, records the cross as a 
gilt of King Bagrat III. son of Gurgen; Marta, his 
queen; and biikacl, abbot ot the monaster; ar Sapara 


(present-da+ Safara) in Mesheti, Gieorgia: also identi- 


es rhe artist as tabrul Sapereh. 


COoNDITION: Lhe levaer arm is broken and has 
been restore n an abbrewiated form. 


PROYENANCE: Breti (Kartli), Creorgia. 


The Georgian State Art Muscum, The Ircasure 
Chamber, Tbilisi, Georgia (3513, Kar.-i1069) 


The Breti cross shows rhe full-length figure 
of Christ, with his head slighily rilted ro 
indicate hus death, flanked on the crossarms 
by the Virgin and John the Theologian, 
both ot whom stand under arcades. John 
raises his arm to his head in a gesture of 
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gricf, a mout that has its roots in the imagery 
of antiquity and occurs often în Byzantine 
art (see, for example, cat. nos. 30, 34, 37, 40). 
Above the scene ot the Crucifixion is the 
bust of an archangel in a medallion, while 
below is a medaliion with rhe bust of an 
unudenrified saint, The orb on which the 
cross is supported bears the tigures of che 
Four Exangelsts, J he back 1s engraved with 
an elegant ioral pattern. The extensive in- 
seription on the face of the cross indicates 
that it was a gift nf King Bagrar III (r. 978- 
1014), who reunified the Georgian lands 
after centuries of occupation by Islamic 
forces and ushered in a great cra of cultural 
renewal.” King Bagrat was also the donor 
ot the gold liturgical vesse! ro the church in 
Bedia (cat. no. 231). 

The prominence ot crosses in Georgian 
churches dates back to the conversion of its 
people în 1he fourth century, when large 


crosses came to bc placed on special pedes- 
cals in front ot the altar. In the Middle Byz- 
antine period a group of processronal crosses 
were made that presented full-lengrh images 
of the crucified Christ to the fathful.* The 
earliest, the cross of Ishkhani, of 973, depicts 
the body of Christ as nearly tubular in form. 
By the time of the Breti cross, the body ot 
Christ, particulari the rib cagc, is armculated 
in detail. The slightly later Martvili cross, 
which was executed by Assat the Deacon for 
King, Bagrat' 1Y (r. 1027-72), 15 similar in 
onography to the Breti cross, but the body 
of Christ is more rounded, with a greater 
scasc of realism typical of Georgian art by 
the mud-eleventh century. 

The processionai crosses of the Church of 
Constannnople, whose authority ras recog- 
nized by the Georgian Church, typically were 
decorated with the Great Deesis — Christ 
flanked by the Virgin and John the Precursor 
(che Bapust), shown as busts in medallions 
(sec cat, nos, 24-27). Whule archangels and 
saints are tound in medallions on the ends 
of Byzantine crosses as on the Breti cross, 
the crucified Christ was more commonly 
depicted chan the L)eesis on Georgian pro- 
cesslonal crosses. Lhis suggests that the 
Georgian Church placed a greater emphasis 
on the act ot sacrifice by Christ in the Cruci- 
fixion than upon lus role as intercessor for 
man as ruler of heaven. 

ECE 


1. H. Maguire, “Depirien af Sorrow” 1977, 

pp. 140-sI. 

2. Lang 1966, pp. iot=g, 133-374. Although rivals. 
the Bagratucl rulers af Crcorgia were related to the 
Ragratiud dynastr in Armenia Der Mersessian, Ettedlei, 
1973. p. 290 (“Armenia ard Its Divided Histomy”); 
Lang 966, pp. 103-6, 

. Mepisashih and Tintsadze 19279, p. 228. 

4. Ibid., pp. 226, 228, 257, 258; Amiranashvili 1971, 

Bp. 6, g2, 94, L&G, Pl. 31, 32, 3759, Bd. 
$. Geneva 1979, introduction (n.p.); Aniranashrili 
LA7I pp. 92, da pl 37. 


i 


LITERATURE: Amiranasheili rg71;, Mepisashwili 
and Tsintsadze 1979, pp. 226, 257. 


EXHLBITIONS: Lenea 1979, 00. 14: Vienriă, 
Scbatzkaminer, L9EI, Na, IO. 


233. Relief Icon with Saint Symeon 
the Stylite the Younger and Donor 
Crenrgian, ca. 1013 

Sileer with gal 

35.ș x 23cM(i4x*9in,) 


INSCEIBED: În Georgian, describes donatori arul 
identifies artist as Pipe. 


PROYENANCE: Saul to bi from Lagami, Georgia, 


The Gcorgian State Art Muscum, The Ireasure 
Chamber, Tbilisi, Georgia (10 947) 


Standing at the left of the icon, nimbed and 
dressed in episcopal robes, is the donor, 
Antoni Cagereli, bishop of Ishkharu. He rauses 
his hands in prayer and looks up to the saint 
shown atap a column. At the nght 15 a lengrhy 
inscription that describes the donation and 
gives the name at the metaiworker, Pilpe. 
The main image 15 enclosed within an elabo- 
rate frame and partrays the L)eesis across the 
top, paired archangeis followed by Peter and 
Paul along the sides, and the evangelists 
Matthew, John, and Luke across the bottom. 





The saint to whom the bishop prays 1s Symeon 
the Style the Younger. 

Born in Antioch în s21, Svmeon 1s reported 
to have bepun living atop a column at the age 
of seven. In șa he founded a monastery at the 
Wondrous Mountain, outside Antioch, where 
he stayed unul his death in $92. Although a 
well-known sant throughout the Byzantine 
world, Symeon the Younger was particulariy 
venerated by the Georgians, who established 
links with the Wondrous Mountan monaster; 
in the tenth century. Thas is onc of a number 
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of Georgian works to feature the custumary 
portrait tppc of the saint, an abruptly trun- 
cated boy perched on the capital ot a all col- 
umn. Like Sant Symeon the Stylire the Elder 
(ca. 389-459), Symeon of the Wondrous 
Mountain led an unusually severe ascetic life. 
For the Byzantines the self-denial of the Dao 
saints represented an ideal that deserved 
respect and veneranon. Fhe combinationi seen 


here, of donar and saint depicted together, 


15 encountered in Byzantine art ot all media. 
ICA 


LITERATURE: Iihulinaschali oz, p. 17, pls. po, ur 
Yolbach anul Latontaine-Dosogne 1968. p. 332. Ag. 46., 
L.atontaine-DDosogne 1971, PE. 1904-95, fig, 12; 
M'etzmann et al. 1982, pp. 87, 102: Jarakhushyil and 
Abramishwili 1956, p. 104, gs, 142, 153, 


EXHIBITIO NS: Geneva 1979, NO, 12, Vienna, 
Sebattkiniter, LGEL, NO. 26, 


234. Medallions from an Icon Frame 


Brzantine (Constanrinople?). late cth-carls rath 
century 

(aold, silver, and cloisonne enamcl 

DLAM, E. Cn (3% In) 

IÎNSCEIBEL: In Greek, on each medalie, ani identi- 
fcanoi ot the figure represented: Jesus i_hnst, Wlather 
ot God, John the Precursor, Saint Peter, Sant Paul, 
Saint Marte, Sant Luke, Saint Jalhn the Theologian, 
ard &ainr Creorge. 


PROVENANGE: The nine medallions are from a 
set ot melve char before 1584 decorațed the frame 
ota repousse icon ot the archangel tzahriel in the 
Dyumati Monastere in (corgia; tormerhy in th col- 
lections of A, W. Zaenigorodski and ]. Pierpont 
Wigan. 

The hictropolitan Museum «f Art, New York, MY. 
(iti ot ]. Pierpeomt Morgan (17,100, 8670-78) 


In the late nineteenth century eleven medal- 
lions were found on the frame of a Cicorgian 
repousse icon Gf the archangel Gabriel. A 
photograph of the icon reproduced by 

N. P. Kondakov as an engraving shows 
spaces tor melve symmetrically arranged 
medallions; no are missing; from the frame, 
wirh anc ot those moved and tucked into 
the drapery on the archangel's garment. 
Nine ot the medallions are now in the col- 
lection of The Metropolitan Museum of Art; 
the medallian of Saint Demetrios is in the 
Musce du Louvre, and che Saint Theodore 
is in the Georgian State Art Museum, Tbilisi.” 
The portrait of the evangelist Mark, missing 
in the photograph, has never been recovered, 
The medallons in the Metropolitan Museum 
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include the busts of Christ, the Vargun, and 
John the Precursor (the Baptist), forming 
the Great Deesis, wluch in the late nine- 
teenth centurț appeared across the top of the 
frame ot che icon, as well aş the medallions 
Of Saints Peter and Paul, rhe cvangelists 
Matthew, Luke, and John the Theologian, 
and the military samt George. The busts are 
finely worked în cloisonne enamel on a solid 
gold ground, their names enameled and 
inscribed in Greek. Their richiy colored 
clothing is elaborately detaled; even the halos 
are patrerned, many of them with mimarure 
crosses. The artists interest în color varia- 
tions led them to use silver far the cloisons ot 
the decorations af the halos of Saints Matthesa 
and George rather than the standard gold? 
The designs of che medallions were punched 
on the back with half-cloisons used 1n the 
enameling process, possibly to stabihze rhe 
larger fields ot enamel, as on the faces. And 
while they worked in intricate detail, he 
artists apparently were lree ra experiment 
with pattern, as cvidenced by he Gospel 
book held by Christ, wluch 1s not decorated, 
as would be expected, according, to the 
punched design visible on the back.* 
Margaret Frazer's arrangement ot the busts 
1s based on the liturgical rite for the prepara- 
ton of the azzaos, or Host, and its “htany of 
saints.” The I)ecsis appears across the top, 
th Saints Peter and Paul and the evange- 
lists at the sides and the military saints at the 
base. Frazer ordered the figures so that their 
eyes are turned toward the central image, 1ni 
the Byzantinc gesture of deference. This 
resulred in an apparent misalignment of the 
evangelists — with John and Mark (lost) 
opposite and preceding Matthew and Luke, 
The hgures paintec in the medallions on a 
tenth-centure icon of Saint Nicholas from 
Sinai (cat. no. 65), which have been com- 
pared by Kurt Woeitzmann with the Dyurnati 
medallions, also turn their eyes toward the 
central image.* On the Harbaville Tripoych 
(cat. no. 80), however, the paze ot certain 
figures 1s directed awav from the Deesis. |hus, 
while the merarchy ol Frazer's arranpement 
seems certain, the original order ot the evan- 
gelists remain open to Interpretation. 
Georgian scholars, while they recogmize 
that the medallions lack the dynamicaliy 
expressive character attributed to Georgian 
enarmels with Georgian inscriprions.” argue 
that the medallians are the work ot a twelfth- 
century school of “pro-Byzantinc” Georgian 
enamelers. Others have idenrificd them as 
among the finest works of Constantinople 
from the third quarter of the eleventh to the 
mid-owelfth century. And indeed, the excep- 
tional quality ot the medallions, the hieratic 
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formaliti of their design, and îhe fact thar 
che iuscriptions arc in Greek suggest that 
they were produced în the capital but exported 
to Cueorpia, 

Another cloisonnc-enamel work thought 
to have been brought to Georgia from 
Constantinople, which has egually elaborare 
detailing of the vestmenrs and a sky as elab- 
Orately decorated as the halas an the Dpumari 
medallhons, 1s a portrait of the Byzantine 
emperor Michael VII Doukas (r. 1o7r—78) 
and his bride, Maria ot Alania, daughter of 
the Georgian king Bagrar” LY.* Marvin Ross 
has suggested a comparable date both for 
the medallons and tor che imperial portrait.” 
If the Dyumaui medallions were in fact brought 
to Georgia in connection with the Georgian 
Byzantine empress, they mav well have 
been the inspiration for che extensive use 
of cloisonne-enamel medallion busts on 
Georgian icon frames in the rwelfth century. 
On these works, less formal in style than the 
Dyumat enamels, the names of the figures are 
inscribed in (Georgian, certain evidence of 
a major Georgian w'arkshap of enamelers 
(see illus. on p. 341). HCE 


1. Kondakow 18gz, fig, 38. 

2, Paris, Hyzanee, 1992. pp. 32425; T'bilisi 1934, 
NO, 137, p. 9&. 

3. Identihed ta" Pete Dandridec, Dcpartmenr of 
(bects (.onserration, The Metropolitan Pius 
ot Art, 

4, Stromberg 198%, p. za, 

ș. Frazer, “Lljurnati; 1970, PP. 24033, 

6. Weizmann 1976, val. 1, p. 102. 

7. Amiranashvili 1971, pp. 118, 136, figs. 84, 85; 
"nl 1984. pp. 17, 81, 96. 

8. Athens 1964, pp. 3-06; Wessel Ipâ7, p. 120, 
no. 45; Frazer, “Dyumati” 1970, pp. 2435-50; 
Paris, Îyeatre, 1902, DO. 238 Pi 3225. 

9. Amiranaslvili 1971, p. ma, fig. 71. 

Io. Athens 1964, pp. 395-086. 

11. Tbilisi 1954, pp. 78-95. 


LITERATURE: kondakor 1292; Athens 1064; 
Wessel 1o67; Frazer, “Dpumat” 1970, pp. 240-5r; 
Armiranashwili 1071: Weitzmann 197â: Tbilisi 1984: 
Frazer 1985-86; Sromberg 1988, pp. 25-36; Paris, 
Bvzatice, 1992, 


EXHIBITION: Arhens 1063, NO. 466, 457. 
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234. Saint George (front) 


235. Relief Icon with Scenes from the 
Passion 

Leorgian, ca. 1050-1100 

Silver weuch grult 

25 X 24 CIT [94 x gi in.) 

CONDITION: The upper-right corner af the non 15 


lost; there 1 a «liagonal crack in tire lower-left comer. 


PROYENANCE: The horder across the top and part 
ot the righr side were added by Crunel Mamia TI 
(1. 1398-1625) and his wite, Tinaun; saul to have been 
in the Shemokrmed. Alonastere, iauria; acquired Ep 
he Georgian State Art Museum In 1924. 


The Grorgian Stare Art Muscum, he Lieasure 
Chamber, Tbilisi, Georgia (v-039/G-76-4) 


Three scenes from the Passion decorate chus 
nearly square icon. The sequence begins ar 
the top leti wath che Deposition: Joseph ot 
Arimathea steadies Christ's body as Nico- 
demus removes the naul from thc Icft hand. 
To the nght the same two men prepare the 
body for burial,. Christ les on the ground, 
an what appears ta be a mat, as one of the 
men holds a bowl and the other tugs at the 
winding sheet that covers the lower half of 
the body. In the episode shown at the lower 
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right the two Marys react with surprise to 
the words ot the angel seared outside Christs 
tomb. As the angel proclaims Christ's resur- 
rection he points to the sarcophagus, seen 
from above and empty except tor the discarded 
vwinding sheet. Across the lower edge the 
soldiers placed ar the tomb by Pilatre are 
sourul asleep. 

Throughout the Middle Ages Constantino- 
politan crafismen made relief icons in a vari- 
ery of materials, ranging from Ivory and silver 
to bronze and wood. This costly siiver-and- 
gilt example was made in Georgia generally 
following Byzantine precedents but depart- 
ing from them în two respecrs. The metal- 
worker depicted both Joseph and Niodemus 
as venerabie, bearded men, whereas the 
Byzantincs preferred to portray Nicodemus 
as voung. And the scene showing Joseph 
and Nicodemus preparing Christ's body 
recalls rhe Byzanrine subject known as the 
Threnos (Lament), in which the Virgin and 
John the Theologian mourn over the corpse, 
but 15 fundamentally difterent in its parra- 
ilve purpose. The composition ot the icon 
sugpests that the artist based it on models 
he knew well but did not integrare with 
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complete success. He emphasized the sol- 
cdhers so as to fill the lower edge but squeezed 
the Marvs into a small space. A date in the 
second half of the eleventh centurv 1s sug- 
gested by both the swyle and the narrative 
content, 

JCA 


Î.TTERATURE: Miller so16, p. 499; Techubinasch- 
viul 1957, p. 19, îg. 137; Armiranashvili 71, pp. 34 
38, fi. â0; Javakbushrili and Abrarmushrruli 1086, fig. 133. 


EXHIBITIONS: Geneva 1979, NO. 16: Yicnnă, 
SCPAIZEARIIRET, LOST, DO. 24, 


236. Revetments from an Icon of the 
Virgin Hagiosoritissa 

Bvzannne ((Constantnople), late rrrh—earl 12th cenmury 
(Closonnt enamel, gold, and copper 

| alo trapmenrs: 13.3 £ 3.8 cm (54 Tin], 14.3 
4 cm (34 X 14 in.) 


Background fragments: ș.8 x ro.ă cm (214 X qi In.) 
102 114 CT (4 X 4 ar), 2.7 X 4.6 cm 5% 3% in.) 


INSCRIBED: Cin one panel, M-P | Mother af (rod) 


PanovEeNAncE: Formeriy ui the collecrians at 
A. V%. Zrerugorodsku and ]. Pierpont Morgan. 


The Metropolitan Museurn ot Art, e York, AY, 
Ciift of ]. Pierpont Morgan, 1917 (17.190.644) 


The five elaborately decorated cloisonne- 
enamncl paneis arc part of the background 
and halo intended as a cover (basma) ot a now- 
lost icon, probably from Georgia. Jannic 
Durand recogmized that the panels were made 
for an icon af the Virgin Hagiosoritissa, a 
popular Middle Byzantine theme (see cat. 
NOS, 11, 27, 35. 113). Onginalhy, the nvo curved 
panels with pairs of palmettes in circular 
medallions were part of the halo of the Virgin, 
whose head was turned to the left. The other 
three paneis, filed wirh rows of stylized pal- 
metres vibrantly colored in blue, red, greer, 
aubergine, white, and translucent enamel, 
formed part af the revetment that covered 
the background. The panel on the upper left 
wa5 cut back în a curve ta reveal the hand of 
God, or perhaps a small image of Christ 
reaching toward the Virgin from heaven. 
The cloisonne decaration of rhe revetment 
incorporates the first half ot the standard 
abbreviation for the title of the Virgin. The 
panei at the lower left followed the outline 
of the Virgin's shoulder on ţhe right border 
and is cut at the lower edge to reveal her 
hands raised :n prayer. Ihe pane! at the lower 
right curved widely on the left border to 
allow for the twist of the Virgirns torso as 
she turned toward the arc ot heaven. Other 
surviving panels account for mast of the back- 
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ground and halo; a revetment in the Musee 
du Louvre completes the background to the 
left.? The panel that covered the upper-right 
sicle of the background and included the rest 
of the :nscription is in the collection ot the 
Georgian State Art Museum, I'bilisi, as is 
the intact panel for the lower-left side ot the 
halo and a damaged panel that may have been 
the upper-right section of the halo. Missing 
is the narrow band of the background directly 
over the head of the Virgin, which may have 
been an extension of the panel in the Georgian 
State Art Museurm. 

The panels are generally considered to be 
Byzantine works of the late eleventh or early 
maeltth century on the basis of such richly 
enameled icons as the standing, Saint Michael 
in the Treasury ot San Marco, Venice.* Similar 
rmotifs, although much smaller in scale, are 
seen on a tenth-century reliquary of the True 
Cross in Limburg an der Lahn, ra:sing the 
possibility of an earlier date.“ The :dentifi- 
cation of the reverments as the background 
for the Yirgin from the great Khakhuli Inptych, 
now in the (secorgian State Art Museum, 
has not been substantiated.* Related icon 
revetments, sumptuously decorated with 
cloisonne-enamel patterns, survive on several 
other Middle Byzantine icons in Georgia, 
including the Gelani Savior, the Tsikani icon 
of the Virgin, and îhe Kortskehli icon of 
Christ.” 'The popularity of such frames în 
Georgia suggests that the revetments were 
found on a Georgian icon, although the work 


for wluch these panels were made remains 
unidenrified. HCE 


L. Paris, Byzante, 1092, 10. 242, Pp. 328-293. 

3. Ibidd. 

3. Tarniguchi 19oz, p. 8; Tbilisi Lg84, NOS. L70 72, 
pp. 126—28. 

+. New York and Milan 1084, no. 19, pp. 1715-75. 

- Taniguchi 1992, pp. 17-19; Wessel roz, pl. zzb. 

6, ['bilisi 1984, pp, 126, 128: Paris, Byzanre, IDaz, 
p. 328. 

7. Tbilisi 1084, BOS. 1856-01, 224-26, pp. 132-365, 
148—+9. 
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237. Silver Coin of Queen Rusudan 
of Georgia 


Czeorgian | ['bilisi), [240 

Suver 

DIAM, 23 met (4 ui). 2.81 grm (piercec anul 
chi pre 


Oberte 

INSCRIBED: În tzcek, in che held, IC—xC jJesus 
Christ), in teorgian, in che margin, În rhe name 
ot Gel, struck in the L Broaikon ED (sic) 450 
LAT. 1230). 


Bust af Christ nimbate facing, wearing a manie; he 
raises hus right hand in benedictien and bokis a faospel 
book in the left. Border of dots, 


Reverse 

INSCERIRED: [n Ucorgian, in the center, RÂN 
(Rusudan;; in the puter margan, Qucen of qucens, 
glor* of the vcorld and fairh, Rusudan, daughrer ot 
Tamar, champion ct rhe Messiah. 


Around, duble linear borer with arnarnental par- 
tecn Of stars and tircles, 


The American Numisrnatic Secret, he Yark, ÎN. 
(1967.114.1) 


Georgia had no indigenous gold coinage, and 
many documents attest to the high regard 
in which Byzantinc gold was held there, even 
as it was becoming increasingly debased. The 
obverse motit ot this piece derives from coins 
of Nikephoras III Botaneiares (r. 1078-81), 
and such coins are reterred ro in medieval 
Georgian charters as bofinati Or Botinauri, 
with clear reference to his name. 


WE 
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THE ARMENIANS 


HELEN C. EVANS 


uring the Middle Byzantine penod the 
Armenians were among the peoples most 
eftectiveiy assimilated into the empire and at 
the same time most resistant to its occupation 
of their territories. Of ancient Indo-European stock and liv- 
ing in the mountainous regions on its far eastern border, they 
were the dominant population in the empire's eastern territo- 
ries, producing, much of the military might chat protected the 
imperial borders. In the same centuries the Armenians, reluc- 
tant to recogruze Byzantine dominance, established semi- 
independent principaliries in their homeland and uitimately 
in Cilicia, on the southeastern coast of the Mediterranean. 
Always allied to, and nfluenced by, Byzantine culture — partic- 
ulariy în the arts — the Armemans sere able to create a distinc- 
tive Literary and artistic tracdition nurtured by their religion, their 
language, their traditional social structure, and their literature. 
According to a tradition popular as early as the fiftly centu- 
ry, Armenians were first introduced to Christianity by the 
apostles Thaddeus and Bartholomew, from the Holy Land, 
In the early fourth century Saint Gregory the Illuminator, 
from Caesarea in Cappadocia, converted the Armenian king 
Trdat III (r. 298-330) and the members of his court. Wirh 
their conversion Armenians could claim to be the first ofhcially 
Christian state. Initialiy the clergy received their authority 
from Caesarea, within the Byzantine territory, but by the late 
fourth century the Armenian Church had become auto- 
cephalous, as most of the country was ruled by rhe Sassanian 
Empire of Persia. 'Io survive successfully as a Christian people 
the Armenians had to practice their faith — but în their own 
language, not that ot the Byzantine state. The Bible and the 
liturgy were translated into Armenian. An Armenian alphabet 
was developed by the scribe Mashtrors“, which encouraged the 
creation of a native literature. When the Council of Chalcedon 
was held in 431, the Armenians, who were sull occupied by 
che Sassanians, did not attend. Litmately rejecting the deci- 
sions of the councii, their Church became increasingly isolat- 
ed theologically from both Byzantium and Rome. 
The traditional social structure of the Armenians was based 
on that of the Parthian East more than the Roman West, yet 


Church of the Holy Cross, Aght'amar (present-day Turkey), 15-21, 
Phoro: Helen C. Evans 


those Armemans assimilated within the Middle Bvzantine 
Empire often successtully rose ta great prominence as rulers, 
warriors, and scholars. For about 150 years, from the reien ot 
Basil 1 (867-386) through that of his descendant Basil II (976- 
1023), the emperors of Byzantium, including Constantine VII 
Porphyrogennetos (r. 945-59), Romanos i Lekapenos 
(r. 20-44), Nikephoros II Phokas ir. 963-69), and John ] 
Tzimiskes (r. 969—76), were at least m part Armenian — a fact 
recognized by their contemporaries, Armenians such as 
Bardas (d. 866), who organized a school of higher learning 
in the hall of the Magnaura at the Great Palace im 
Constantinople, were drawn to the culture of the Hellenic 
world and became tuily Byzantine în their interests. Several ot 
the great scholars thought to have taughr at the school in the 
late ninth century — among them Leo he Mathemarician (the 
Plulosopher; ca. 799-869), Photios (ca. Bro-after 893), and 
John VII Grammankos (late eighth century-betore 367) — 
also may have been of Armenian ancestry. A number ot tamu- 
lies produced leaders of both the Byzantine Church and the 
military: the patriarch Michael IL (1243-46) was a member of 
the Kourkouas family, as was John Kourkouas, the general 
who successfully led the Byzantine army on the eastern iron- 
tier for more than twenty years in the early tenth century.? 
Some of these military officers, such as the protospatharios 
John, who comumissioned a Gospel book written in Armenian 
while ining in Adrianople in the western portion of the 
empire (cat. no. 239), must have remained close to their own 
religion, though ofhcials of rank in the empire were supposed 
to have accepted Byzantine Orthodoxy. 

In the same period in Greater Armenia numerous small 
principalities existed under the rule of vanous powerful fami- 
les like the Arrsruni and the Bagratuds. During this so-called 
golden age of Armenian independence, many monastic <en- 
ters of learning, produced scholars, theologians, historians, 
and poets working within their own hiterary and religious tra- 
ditions.? The design ot the churches of this era demonstrates 
the continuing, interest of Armenians in their own cultural 
tradinons. The medieval churches were not influenced by 
contemporary Byzantine architecture but were inspired by 
the classic Armenian churches of the sixth and seventh cen- 
turies; their severe, Massive, geometric stone structures rose 
to support faceied domes, as if they were giant crystals growing, 
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from the carth. Typical of this revival is the palace church at 
Aghtamar (see illus. on p. 350), in the Armenian Kingdom of 
Vaspurakan, built for Gagak [ Artsruni (r. 989-1017/20). There 
the earlier Armenian style is modified and the facade is cov- 
ered with relief sculpture that ncorporates Byzantuine images 
and themes of royal power to justify Gagik's rule. Gagik, in 
Turn, stands holding, the model of his church while wearing 
Islamic dress, perhaps a gift of his overiord, the calph of 
Baghdad.+ His pose derives from an Farly Byzantine tradi- 
ton that was no longer popular within the borders of the 
empire,f and his choice of dress acknowledpes that his princi- 
pality maintained its independence from Byzantium at the 
cost of fealty to Islamic rulers farther east. 

One of the more powerful Bagratid kingdoms was ruled 
from Ani, a site so enriched by its position as a major stop 
along the trade routes from the East that it was called the city of 
one thousand and one churches. During the Middle Byzantine 
cra it may have had a population as large as once hundred 
thousand, greater than that of most contemporary cities in 
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the empire or Western Europe. Its citizens were so skulled thar 
the architect of the ciry's cathedral, ltdat, was summoned ro 
Constantinople to repair eartheuake damage to the dome of 
the Great Church of Hagia Sophia in 989. Yet upon his return 
to Anu, Iidar's work continued to reflect the earlier traditons 
of Armenian architecture. The cathedral that he built there 
from 989 to 100! (see illus, on p. 277) 15 described as having 
had “briliant splendor, lofty vaults, and a sanctuary star- 
mounted by a heavenlike dome” Its patron, Queen katramide 
ot Siwnik', is reported to have “adorned it with tapestries 
embreoidered with purple flowers and gold, and with vesscls 
of silver and gold through whose resplendent brilliance the 
hoiy cathedral in the city of Ani shone forth like the heavenly 
vault.”* Only the vivid colors of Armenian manuscripts pOssI- 
bly made in the region survive to suggest the glorious deco- 
rations ot such churches (cat. no. 240). 

From the reign of Basil 1 (86786), the Byzantine state 
gradually extended irs forces castward. In the mid-eleventh 
century the last rulers of the Armenian principalities were 


The Donor Gagik | Artsruni, King of 
Yaspurakan. Relief sculprure, 91s-21, 
Church of the Holy Cross, Aghtamar 
(present-day Turkey). Photo: Thomas F. 
Mathews 
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(agik-Abas, King ot Kars, with His Wife and Daughter. Illustration 
fram the tzospels of Arapik-Abas of Kars, Karsi?), ca. rose. Jerusalem, 
Armenian (Cathedral of Saint James, Ms. 2556, fol. 13s*. Photo: 
Thomas E. Adathees 


forced to cede their lands and move their populations farther 
within the Byzantine territory in an effort to block the 
advance of the Seljuks.? The Gospel book of King Gagik-Abas 
of Kars, commissioned by the last ruler of that small kingdom, 
reflects the delicate balance maintained by the last kings ot 
these border states. Its portrait page, transposed trom anoth- 
er text, shows Gagik-Abas (r. 1029-65), his wife, and his 
daughter and heir sitting cross-legged as in the East, in recog- 
nition that the state was under Islamic dominance. However, 
the extensive narrative illuminations in the textr—which is in 
Armenian — are generally Byzantine in style, reflecting Gagik- 
Abas's interest in Byzantine culture. The iconographic inno- 
vations introduced in the work, such as the beasts that 
surround Christ in the Temptation scene, underscore the 
independence of Gagik's church. More extensively illuminar- 
ed than any surviving Byzantine manuscript, it is evidence of 
the wealth of these small Armenian states caught between 
Byzantium and the East.t În roz1, at the Battle of Manrzikert, 
the Seljuks took Armenia proper and began to occupy the 
eastern lands of the empire. Armenian manuscript ilumina- 
tion would survive in the region as vibrant witness to the 
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The Temptation of Christ, Illustration trom the Gospels of Grapik-Abas 


of Kars, Kars(2), ca. roşo. Jerusalem, Armenian Cathedral of Saint 
James, Ms. 2556, tol. 24qqr. Photo: Thomas F. Marhews 
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Armenian faith but in styles that would grow increasingly 
soiated from Byzantine traditior,* 

The dispersal of the Armenians was so extensive during this 
era that the karholikos of the Armenian Church ulrimately lefe 
Greater Armerua in the mid-twelfth century and moved west 
to Hromklay, on the Euphrates Ruwver, still outside the bor- 
ders ot the empire.'” Among the many Armenians forced to 
relocate within those borders, the most successfully resertled 
included those who established themselves in Cilicia, on the 
eastern edge of the Mediterranean. The great Armenian fam- 
les ot the region, the Rubemds and Hetumids, were able to 
dominate the land while retaining nominal ailegiance to the 
Byzantine state. With the advent of the Crusades, the Cilician 
Armenians found new allies in their eftort to establish rhem- 
selves as an independent identity, In 1198-99 the Rubenid 
ruter, Leo the Great, managed to obtain a kings crown from 
representatives of the Holy Roman Emperor at Tarsos and 
soon afterxard received a crown from the emperor of 
Byzantium. To achieve this, Leo had forced the Armenian 
Church to accede to a umon with Rome, at least in name." 
Contacts with the West also involved extensive intermarriage 
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between the Cilician elite and the Crusader aristocracy. Leo 
the Grear's first wife was Isabelle of Antioch,; their daughter 
was married to John of Brienne, king of Jerusalem, while 
L<o's voungest daughter, Zabel, was first betrothed to Andrew, 
a voungetr son of the king of Hungarv."? 

Throughout the Middle Byzantine centuries the Gospcls 
remained central to the Armenian expression of faith, both in 
Greater Armenia (cat. no. 240) and among, Armenians living 
within the borders of the empire, including those who were 
members of the military (cat. no. 233) or newly independent 
rulers of border regions (cat. no. 242). Written in Armenian, 
the Gospels were venerate in the churches and by the popu- 
lace in a manner similar to the reverence accorded icons in the 


Byzantine Church. Ihe majority oi Armenian Gospel books 


open with often elaborately decorated canon tables, an intro- 
ductory index system for the Gospels that originated in the 
Early Byzantine world, having been invented by Eusebios of 
Caesarea (ca. 260-—339/40) in Palestine, Found in most Gospel 
books, the tables came ro have a special importance ta the 
Armenians (cat. nos. 240, 243). Medieval Armenian theolo- 
gians, such as Saint Ners&s IV Shnorhali (1102-1173), known 
as the Gracious, called the canon tables “batns of sight and 
hearing for those approaching the soaring peaks of God”, to 
him, the decoration of the canon tables prepared the reader 
for the experience of reading the Gospels.:3 More densely illu- 
minated Gospel books include porirans ot the Four 
Evangelists (cat. no. 242); in the most lavish of the manu- 
scripts dedicatorY pages and narrative illuminations embellish 
the rext. The finest Armenian manuscripts are connected by 
style and iconography ro the Byzantine tradition, which was 
the dominant Christian cultural force of the region (cat. nos. 
46, 60). Stylistic comparisons, however, must often be made 
aCro5s several centuries, as Armenians in their homeiand sel- 
dom sought to be current with the taste in Constantinople. 
Armenian illuminators also frequently modified images, cre- 
ating variants on standard Byzantine iconography to reflecr 
specific Armenan concerns,"€ 

In the late bwelfth and thurteenth centunes in Hromklay 
and in Cilicia a new style of Armenian illuminated manuscript 
developed that fused the byzantinizing tradinon ot earlier 
Armenian illuminauon with new influences from the West. 
One of the most infiuential scriptoria in this era was that in 
Skewray, which was established by Saint Nersăs of Lambron 
(1153-1198), a leading theologian oi the Armenian Church, 
who sought contacts wirh both rhe Byzantine and I.atin 
Churches. His Gospel book of 1198 (cat. no. 239) typities che 
new Ciiician style. The Gospel of John opens with a byzanti- 
nizing evangclist portrait facing, an incipit page decorated 
with the Lamb of God and the eagle of John the Theologian, 
themes popular in the West. In the mid-thirteenth century 
Toros Roslin, one af the greatest artists of the Cilician tradi- 
tion, would revrve the motits developed at Skewray at the 
patriarchal scriptorium in Hromklay (cat. no. 243)—evi- 
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Toros Roshn. Prince Leo IL. Illustration from the Gospels at Leo II, 
Hromklay (present-day Syria), 1256. Erevan, Matenadaran Institute, 
Ms. 8321, fol. 25. Photo: Lucy der Manuehan 


dence af a renewed interest în contacts with the West.'* As in 
Byzantine royal portraits, Roslin's painting of Leo II, the heir 
ta the (ulician throne, shows him standing, and wearing aris- 
rocratic Byzantine costume, A generation later Leo II would 
be represented kneeling, with his wife and chiidren, as in the 
West, draped in a feros, emblematic ot Byzantine imperial 
rule.” In these Cilician images the Eastern orientation ot 
many of rhc rulers of Greater Armenia is superseded by The 
ambition to emulate and ultimately to surpass, or replace, the 
emperors of Byzantium. At midpoini in the tlurteenth century, 
as the empire struggaied to recover from the occupanon ot its 
capital by the Fourth Crusade, the Armenians ot Cilicia were 
only one of the neighboring cultures of Byzanrium who 
dreamed of inheriting, the imperial mantle ot the Byzantinc 
state, which they had for so long both fought and served. No 
Christian people, however, would achieve this goal, although 
Russia would ciaim to be the direct heir ot Byzantium. 
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I.co Il and the Royal Family with the Deesis, Illustration from the (]ueen Keran Gospeis, Si5, 1272. Jerusalem, Armenian Cathedral ot Saint James, 
Ms, 2563, foi. 380, Photo: institut de Recherche sur les Miniatures Armeno-Byzanține, Paris 
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238. Ordination of an Armenian Priest, frontispiece 


238. Book of Ordinations 





Sargis, scribe 

Armenian (Melirene rtgian?, near Cilicia, 1248 
Tempeta and gold on velum; 4s bifolia with lacunae 
26.5 x 18.5 cn (104 x 714 in.) 


ÎINSCRIBED: În Armenian, on fol. 45*+, In the 
Armenian era 697 [1248] this Book of Orndinationis was 
writtcu at rhe great and celebrated monastery called 
Zarnuk, under the zuspices of the Holy Virgin, at 


the comrnani of the vencrabie Bishop Khachiatur, 
Now, you who read, remember its owner Der 
Khactfatur and his parents and with them me, 
Sargis, novice copyist, and my parents and mv 
teacher Kirakos, and glary be rendered te Christ. 
World without end, 


CONDITION: The margins of the surviving, lcaveș 
are 1runrmed. 
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[ROYENANCE: Given to the Library of Armenian 
Manuscripts ot the Mekhitarist Congregarion of San 
Lazzaro, Venice, on October 15, 1830, by Yovhannes 
Der Karapetian, as a gift from the cir of Nikomedeia 
(presenr-da Izmit). No other documentation 
surviveş,! 


Congregazione Armema Mechitarista, Venice, Italy 
(1657) 


The frontispiece to the manuscript îs the 
earliest-known depiction of the ordination 
of an Armenian priest, The bishop, wearing; 
a cowl known as the kukugk on his hcad, 
holds a book above the head ot the new 
pricst as two deacons with lighted candles 
stand at the sides of che atrar,? The text, 
written in erkaz'agir with Bolorgiz for the 
tirles, contains the Armenian rites of ordina- 
tion for deacons, subdeacons, and pricsts. 
Neither the patron nor the scribe, Sargis, 
nor the monastery, Zarnuk, identified in the 
colophon on folio 45, is known from other 
texts, The munastery has been idenrified 
with a river called Zarnuk referred to in 
Byzantine texts as north of Melitene, which 
is near Cilicia. Mesrop Janashian considers 
the Cilician style of both the manuscript's 
title pages and marginal markers cvidence 
that the monastery was in the region ot 
Melitene and that the master Kirakos, rden- 
țified in the colophon as the teacher af Sargis, 
was the illuminator active at the Armenian 
parriarchate at Hromklay in the first half of 
the thirteench century.* 

The frontispiece is comparable to the illu- 
minations in the Syriac Pontifical of che Bib- 
liotheque Nationale, Paris, Ms. no. 112, which 
15 dated 1235-39 and is known to have been ini 





239. Yovhannes Presenting the Gospel Book to the Enthroned Virgin and Child, fols. 7v-8r 


use ini the Syriac cathedral at Melitene.i While 
zhe site at which the Syriac manuscript vas 
originally copied is unknown, ii may be rele- 
vant that Syriac manuscripts were produced in 
the town of Hromkla în the thirteenth cen- 
tury, when friendly relations existed between 
the Armenian and Svriac Christian commu- 
nities.* Suggesting a lost Byzantine prototype 
for the illumination, Sirarpie Der Nersessian 
and Janashian reject any direct connection 
berween the Syriac and Armenian manu- 
scripts, while Jules Leroy argues that the 
Armenian scribe was direculy inspired by the 
Syriac text.” HCF 


7. Janashian 1965, p. 49. 

2. Der Muersessin 1936-37, p. 103; Der Mersesstan 
and Agemian 1993, p. 153. 

3. Der Nersessian and Agemian 1493, P- 44. 

4. Jinashiin 1965, p. 5e. 

5. ]. Leroy 1084, pp. 332-385, pls. tii—a3;, Der 
Nersessian 1936-37, pp. 104, 10y: Der Nersessrani 
and Agemian [393 p. 4. 

6, |. Leroy 1964, pp. 33738, Der Neresstan 1963, p- 13. 

7. Der Nersessian and Agemiari 1993, p. zi; 
Janashian 1966, p. 52; |. Leroy 1964, pp. 2337-38, 


LITERATURE: Der Nersessian 1936-37, pp. 102-3, 
pls. xu—xv; Janashian 1966, pp. 49-51. pl. LAXVIII, 

LXxLY; Der Nersessian and Agemlan 1993, PP. 44-45, 
152—53, fig. 131. 


239, The Gospels of Adrianople 





Kirakos, secnbe 

Armenian jAdnanople;, roa7 
Ternpera and gold an vellum; 280 tols. 
42% 32 Cr (1614 X 120 UI.) 


INSCRIRBED: În tzreek and Armenian, an the donat 
portrait, beside the Virgin, MP OY (Mother of God) 
and (Surb Atsatsich); în Greek, beside YovhannEs, 
a dedication to a later owner ot the Crospels: BKE 
BONA TO COX AITA PUT ALNCTIUAT (Mother of 
Goi, preserve your sertant Photios the consul); an 
Armenian inscription, which may have been earlier, 
is erased, as 15 another insecnptiar In Greek. 


CONDITION: There is sorne detenoration ot che 
pages at the beginning and cnd of the text. 


PROYENANCE: Ecught in 1483 br the Librare of 
Armenian Manuscripts of che Mekhuitaris Congre- 
gation af San I.azzara, Venice, from Ermema 
Khiwerkhchipashean, who saud it had belonged ro 
her grandmother (colophon, fol. 1 37v).£ 


Congregazone Armenia Mechitarista, Vemec, Italy 
(his. BE7/116) 


The manuscript consists of 280 folios in 35 
quires ot'â folios each with the text written 
in double culumns of approximately 20 lines 
each. Ie is illustrated with an incomplete set 
of canon tables (tols. 1r-6r), double por- 
rraits of the evangelists (fols. 6v—7r), and a 
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dedicatory portrait of the donor presenting 
the Gospel book to the enthroned Virgin 
an) Chud (fols. 7+—8r). A colophon ar the end 
of the Grospels (fol. 279v) idenufies the scribe 
(the pniest Kirakos), the donar (Yovhannes), 
and the date (1007), as well as the cit in huch 
the manuscript as made (Adnanople). 

This large, handsome Crospel book, writ- 
ten in Armenian in the hold vertical script 
called erka'agir, demonstrates the strength of 
the Armenman culture, even when its people 
were removed from their homelands and 
assimulated into the structure of the Byzantine 
Empire. The Gospel book is the work ot an 
Armenian community in the western part 
of the Byzantine Empire. Its colophon is 
extensive, like those of most Armenian MaAn- 
uscripts, and combines information about 
the creation of the manuscript with a plea 
for prayers for the scribe, the donor, and the 
donor's fanuly. Kurakos (an Armenian name), 
produced the manuscript for Yovhannes (also 
an Armeman name), who 1725 “protospatharios 
of the emperor | Basil IL] and the prasinzos of 
ri duke Thotharakan | Theodorokanos).” 
The Theodurukanos family too may have 
becn of Armenian origan.* The manuscript 
was written at Adrianople in Thrace, anc of 
the regions in which Armemans are known 
to have reserled from their homeland by he 
Wiiddle Byzantine centuries, Such a commu- 
nity hai previouslv produced Basil ], the 
half-Armenian who rose to be emperor of 
Byzantium (1. 367-836) and founder ot the 
great Macedonian dynasty.* Yovhannes was 
one of the many Armenians successtully 
serving in the Byzantine nulitary, A proto- 
spathartes was a dignitary in the imperial 
hierarchy; the meaning vf proximos is less 
clear, but it was a title of significant rank. 

In the donar portrait YovhannEs wears 
Byzantine military dress and holds a cupy of 
his gitt, the Gospel book, before an image of 
the enthroned Virgin and Child.” Interesting), 
the Child turns away trom the donor, per- 
haps an incication that the donor's portrait 
was adcled as an atterthought. The scale ot 
che Yoyhann&s figure alsu difters dramatical- 
y from that ofrhe Virgin. The cepe of the 
popular Byzantine image ot the Virgin and 
Child, the Hodegetria, has been connected 
with Byzantine works of the same period, 
suggesting that the iluminatians may be the 
work of a Greek artist.” Analysis of the paint 
supports this opinion, as the piements are 
those used more frequently in Byzantine 
than in Armenian works. The coexistence 
of these illuminations with the Armenian 
text and the simple geometric decoratian of 
the canon tables and ot crosses in the text 
may indicate that more than one artist was 
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involved. The Gospel book should be com- 
pared vith other manuscripts of the elevenrh 
century — with such works of the eastern 
inclependent Armeman principalities as the 
Gospels af King Gagik-Abas of Kars în the 
Armenian Patriarchate of Saint James, 
Jerusalem (see illus. on p. 353), anl the 
Trebizond Crospels (cat. no. 240) —whosc 
ilhurninations are also in a style closely con- 
nected ta the Byzantine tradition.” 
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240. The Lrebizond (xospels 


Armerman, mid-uth centur 

Tempera and gold on vellum,; 533 bifolia 

46 X 37 CE (184 x 14% IN.) 

ConDITIoN: The illununations are generally 
bad ilaked. 


PEOVEXANCE: Brought in 1823 ro the Library ot 
Armeman Manuscripts af the Mekhirarist Congre- 
gation Of San Lazzara, Yermice, from |remzornă 
(present-day Trabzon, Lurkevyi bx Father Ignatius 
Papazian.i 


Congregazione Armenia Meciitarista, Yenice, Italy 
(1925) 


The manuscript consists of 633 bifolia with 
he țext written in two columns of cleven 
lines each in bold erkaz'agrr script. It 15 now 
bound in two volumes. The text, including 
the decorated incipit pages tor the Crospels 
ot Mark, Luke, and John and the evangelist 
portraits of Luke and John, is in one vol- 
umc. The surviving canon tables (tables a, 
II, II-I, Iv-%, and x and half ot the letter 
to Eusebios), a portrait of the Four Evangelists 
and one of Matthew, and depicrions ot the 
Annunciation, the Nativity, the Presentation, 
the Baptism, the Transfiguration, the Deesis, 
and Christ Pantokrator make up the other 
volume. 

The 'lrebizond Gospel book is one at the 
grandest works produced wathun the Byzantune 
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sphere ot influence. Because its colophon îs 
lost, little îs known about i1s origin. As in 
che Graspels ot Adnanople (cat. no. 239), the 
style ot zhe illuminations is so closely tied ro 
che Byzantine tradinon that it has been sug- 
gested that Greek artists were among the 
illuminators.* The pigments in the illumina- 
riens show a greater similarity to character- 
Istically Byzantine pigments than 1$ usual 
in Armenian manuscripts;? the buok's lavish 
decorations arc recogrized as having their 
source in the Byzanuine tradition.* The work 
is, howevet, far larger than most Byzantine 
manuScripts, and its Armenian text evokes 
the independent spirit of the Armenian peo- 
ple, Aspecrs of the decorations point to an 
origin among the semi-independent Armenian 
principalities chat thrived in Greater Armenia 
:rito the eleventh century. Representations 
of crowns in particular provide a clue: they 
are frequently depicted n Byzantine canon 
tabies as symbols of votive gifts.* It has been 
sugpgested that zhe crowns in canon rable 
1v—Y are in the specific stele of the Bagratid 
tamilș, one ot the ruling houses of the Arme- 
nian homeland in the Middle Byzantine 
period.* The Ciospel book may have been a 
roșal commisstan for their greatest kingdoni, 
which had its capital at Ann.” The only known 
canon tables of similar luxury are those în the 
Czospels ot King Gagik-Abas of Kars (1. 1045— 
54), possibly evidence again uf an ongin in one 
of the Bagrarid states (see illus. on p. 353). 

With their majeștic size and rich, deep 
colors the canon tables evoke a sense of great 
luxury. Broad expanses ot saturated blues and 
purples are hghlghted by delicately drawn 
patterns worked in varying thicknesses, re- 
sulting in an almost hypnotic rhythm remui- 
miscenr of claborate floor mosaics. Thick 
calumns that imitate porphyr, the most 
royal of stones, support the intricatehy deco- 
rated rectangular headpicees. I.ush acan- 
thus leaves at the borders intensify the sense 
of almost oriental splenclor. Armenian COrn- 
menrazors on the Crospels have described the 
canon tables in detail as symbols of the mvys- 
ter of humarnuty's redemption.” No direct 
correlation can be made, however, berwecn 
the commentaries and the peacocks, guinea 
hens, quaul, and sheepţ:) that inhabit these 
pages. These creatures remained popular 
in Armenian canon table decoration far 
centurics, 
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241. Psalter Leaf with Moses and the 
Law 


Byzantine (Anarolia?), ca. 1088 
Tempera on vellum 
I.7 X 9.2 Cm (44 X 3% 1n.) 


ÎNSCRIBED: In Greek, on the illuminanion, The 
prophet Moses receiving the tablezs from the hand of 
God, The prophet Moses brmgimg them to the pro- 
ple; on the back, Psalm 76 (77):12—20 


COoNDITILON: There isa horizontal crease across 
the center of the page; the paint is somewhat flaked 
on the lower portion. 


PROVENANCE: The complere manuscript was în 
the possession of Makarios, archbishop ot Corinth 
and Thessalonike, in the early sixtecnth century; 
Gabriel Millet saw the leaf in thc manuscript in 1894, 
and he implied that he saw the manuscript again later 
with the page removed;' Henry; Walters purchased 
the icaf from Lcon Grucl, 


Walters Art Gallerv, Baltimore, Md. (Cod. w's3ob) 


One of the many ways in which the infiu- 
ence of Byzantium passed beyond its bor- 
ders was through the transmission of images 
in manuscripts produced there and acquired 
by other peoples. In the rwelfth or thirteenth 
century the manuscript from which this leaf 
was removed, the Mount Athos Psaiter 
Varopedi 761 (formerly 609), belonged to 
an Armenian who added inscriptions and 
extra ornaments to many of the folios.? 
These were probably made to adapt the text 
for use in the Armenian rite. Certainly the 
Armenian inscriptions in the parent manu- 
script suggest that the work was adapted for 
use by someone whose first language was 
not Greek, The psalter may have been acquired 
by one of the thousands of Armemans who 
were moved 10 within the bordcers of the 
Byzantine Empire during the second half of 
the eleventh century. The leaf can be dated 
by the Easter tahles în the parent manuscript 
to about r088.3 

The psalter is the most important liturga- 
cal text after the iectionary; the Psalms are 
often chanted during the service. Lhis full- 
page illumination preced:ing Psalm 77 (78) 
may have been inspired in part by the closing 
lines of Psalm 76 (77), “You led your people 





like a flock by the hand of Moses and Aaron? 
At the upper left Moses removes his sandals. 
To the right he receives the Tablers of the 
Law, an indication that his direction is from 
God, and below he teaches the Law ro the 
[sraelite elders, the “fack” The first two scenes 
are thought to have been modeled on illustra- 
aons in the Octateuch (the first eight books 
ot the Old Testament).* Moses Preaching to 
the Elders is outside rhe Ocrarcuch tradi- 
tion but îs an approptriate accompaniment 
to Psalm 77 (78), which opens with “Give 
ear, O my people, to my teaching” In its 
juxtaposition of several narrative events in 
one composition the ieaf is typical of the 
group of Byzantine manuscripts called the 
“aristocratic psalters.” The greatest of these, 
the Paris Psalter (cat. no. 163), 1s an excep- 
nonally fine work produced in the capital, 
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Constantinople. Thus leaf, white similar in 
format, is not of the same quality. Illustra- 
tions that must ultimately derive, although 
in modified torm, from the so-called aristo- 
cratic psalters are found in thirteenth-centu- 
ry Cilician iiluminatien.* Thus works such 
as this must have been onc of the means by 
which standard Byzantine iconography was 
transmitted to the Armenians, who then 
adapted it ro express their own faith, 
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242, The Lviv Gospels 


Grigar, senbe 

Armenian i Cahcia, Mluiy, aci Skeerayi, 1193-98 99 
“Tempera and gokd on vellum; 42 bitolia 

37 X 24 Cm (124 x 9% in.) 


Archivrum Arc hidiecezialne, aniezna, Poland 


The manuscript is illuminated with canon 
tables, portrauis ot the evangelists, figural, 
scenic, and ornamental nnniatures, portrait 
medallons, and ornamental initials. Its history 
can be deduced in part from its colophons. 
One colophon indicates that it was com- 
pleted in the year 647 of the Armenian era 
(A.D. January 31, n98-January 30, 1199). 
On January 27, 1199, Lec II Ruben was 
crow ned first king ot the Cilician kingdom of 
Armenia în Iarsos by Archbishop Konrad 1 


ot Mainz at the behest ot Emperor Henry YI 
It may be that the Gospel book was com- 
misstoned with a view ta this event. 
Colophons identity three owners from 
the Hftecenth and sixteenth centuries. There 
18 no indication, however, of the date the 
manuscript came into the possession of the 
Armenian Bishopric of Lwiw (established in 
1365) or af the Untate Armeman Archbishopric 
(established in 1653), where :ţ remained until 
1945. In that year, when the Uniate Armenans 
xrere moved from Ito southern Silesia 
by the Soviet torces, they brought with then 
the present Gospel book, the most mpor- 
cant manuscript bclonging to the Li Sec, 
and placed it in the Benedicrine monastery of 
Tyniec on the Wisia (Vistula), near Krakow, 
Lhe manuscript appears to have remained 
there until 1085, when at the initiative af the 
arthbishop of Krakâw it was transferred 
(perhaps through the ofhces of the priest Jozef 
Kovealezyk, of the parish of rhe Carholics of 
the Eastern Rite, Gliwice?) to Jâzef Cardinal 
Glemp, primate ot Poland and archbishop 
ot Warsaw and Gmezno. Glemp placed it in 
the (emezno Cathedral archive, where it 15 
still kept. The location of the manuscript, 
which is the property of the legal successors 
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ct the former Armenian Uniate Sec of L'wiy, 

became known in 1993 (unțil then at was 

thought to have been lost in World War 11).* 
GP 


The Li Guspels were transeribed and illu- 
minated by the priest Grigor berween 1193 
and 1198/99 in Cilicia, The work vas begun 
at Mid), the monasterv-mausoleum ot the 
powerful Iiet'umid house, and was com- 
pleted after Gngor moved to the Hetumid 
scnptorium at Skewray in 1198 799. It is one 
at rwo Gospei books with closely related 
canon tables, evangelist portratts, anl incipat 
pages that are associated with Skewray. The 
other, the Grospels ot Nersâs and Het'um 
(Venice, Library ot Armenian Manuscripts 
ot the Mekhirarist Congregarnon ot San 
Lazzaro, Ms. 1635), was transcribed in 193 
by the copist Kostandin tor Nerses of 
Lambron (1153-98). the founder ot the 
scriptorium, and his brother Het'um, head 
of the Het'umid family.” Nersâs seriptori- 
um was the leading innovator in Armenian 
manuscript illununation in the second halt 
of the raelfth century, Cilicia's greatest the- 
ologian, Nerses was a leader in the Arme- 
man outreach to the Byzantuine and Latin 
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Churches. He translated the Benedictine 
Rule and tried to persuade the Armenian 
clergy to adopt it.” Ile took the Agnus Dei 
(Lamb ot God) as lus personal symbol, a 
choice that indicared his interest in the .atin 
Church.€ In both the Lviv Gospels and the 
Gospels of Nerses and Het'um, the Lamb 
appears at the top of che incipit page ot the 
Gospel ot John. This image was not used in 
the Byzantine world after the seventh century, 
and thus its presence in these rmanusecripts 
was a forcelul pro-W'estern statement by the 
Ciospels owners and patrons.” Other inno- 
vative details on the incipit pages — for ex- 
ample, the eagle atop the mcipit letter and 
the human head with tendrils spilhne from 
its mouth — also suggest connections to 
the Yest,'” (The Western motifs introduced 
at Skewray were revived at the patriarchal 
scriptorium at Hromklay in the mid-thir- 
reenth century, signaling a renewed interest 
in contact th the West [see cat. no. 243.) 
The evangelist portrait, in contrast, 15 More 
closelv tied to the contemporary Byzantine 
tradition,!” perhaps reflecting Nerses con- 
tinuing, connections with the Byzantine 
Church, ICE 
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2. See Thedeyan rgtz. pp. 72f£.; sec alsa Fild and 
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243. Canon table, tal. 


243. Two Bifolia trom the Canon 
Tables ot the Zâytun Gospels 


Toros Roslin, seribe and Hluminator (Armenian, 
active 1256-68) 

Armenian î Hpomnklay, (alician style), 1256 
Tempera and old on vellurn 

26.5 % 19 cin (10% x 2% n) 


PROFTENANCE: (imgunally part af a rospel book 
rade fot tie kathoțibar at the Armenian (Church, 
Constantine | (£. 1221-67); later bound inta another 
manuscript in Kahramanmaras, Turkey. Aceguired bn 
the ]. Paul ixerty Wluseum In 19994. 


The ]. Paul Getey Muscum, Los Angeles, Calit. 
(94. MB7ILI+2) 
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The vwo bifolia are from a complete scr of 
four containing the ten canon tables execute 
by Toros Roslin, the greatest Armerman Lllu- 
muinator and scribe of the (Ciheian era (th 
14th century), He was rhe principal artist at 
the parriarchal scriptorium at Hyomklay, 
on the Euphrates River, in the middle of the 
chirteenth century, when it was the sourec of 
the Most INNOvatIve Armenlân ManusScripts. 
The canon tables were part of Roslin's first 
signed work, the Zâyrun Gospels of 1256, 
now Ms, 104s0 in the Matenadaran Institute 
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of Ancient Armenian Manuscripts in Erevan, 
Armema.? (The traditional letter ro Fusebios, 
which completes the set ot four bitolia, is 
still in the valume.) The Gospel book was 
written and illuminared for The personal use 
of the Armenian &athotikas, Constantine |, 
Roslin's patron. That these tables are by the 
hand ot Roslin is substanriated by a compar- 
son ot their design with those ot his other, 
later signed Gospels, Each book opens wirh 
a set of vivudly decorated canon tables, whuch 
in text and ornamentation follow the same 








tradition ot canon table decoracion (see 
cat. no. 46); inleed, manv of these motifs, 
such as the patterns within the rectangular 
headpieces, had already been integrated into 
the Armenian tradition by the time of the 
lrebizond Gospels (cat. na. 240). Roslin, 
in what must have been an act of homage, 
copied his designs for the ZEyt'un canon 
tables from the last Gospel book done by 
his precdecessor at Hromklav, Yovhannes 
(Freer Gallere ot Art, Washington, D.C. 
Ms. 44.17).* (Roshns variations an Yovhanney 
patterns would in turn be copied în larer 
centunies by Armenian illuminators seeking 
to restore to their art the splenduor it had 
known during the Kingdom of Ciheza,)? Ihe 
ZEytun Gospel book, which îs contempora- 
neous with the last vears of the Latin occupa- 
tion Of Consrantinople, also includes marginal 
illustrauons closely connected to Western 
manuscript illumination, an influence chat 
came by way of rhe Franciscans.” But wirh 
these vibrantly colored tables Roslin was con- 
tinuing an Armenian tradition, lavishing every 
skill on the opening tolios of the Grospels as 
they lead the reader into the mysteries of 
the text. 
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basic format. Pairs of peacocks, cranes, quail, 
roosters, guinea hens, or exotic birds appear 
on facing folos uver rectangular headpieces 
decorated with matching geometric matifs, 
The headpiece designs are based, in sequen- 
tal order, on triangles, circles, radiating ribs, 
and semicireles. The text, written in bolorgir, 
a cursive script developed in medieval 
Armenia, 15 set in tables drrided in the same 
order in cach Crospel book. 

Many details in these bifolia trom the 
ZeEyt'un Gospels derive from the Byzanrine 
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CHRISTIANS IN THE 


ISLAMIC EASI 





THELMA K. THOMAS 


yzantiunYs Eastern Chrisnan neighbors in Asia 

Minor and northeast Africa followed an axis run- 

ning, south from the Taurus Mountains, around 

the eastern Mediterranean, and along the Nile to 
its sources. Within this long axis lay Syria, Egypt, Nubia, and 
Ethiopia — lands that had had sizable Christian communities 
from Late Antiquity.: These communities had established sec- 
tarian alliances with Jerusalem and Alexandria instead of 
Constantinople, to ihe northwest, or Rome, even farther 
afield, and they looked to the Holy Land for spiritual 
authenticity. Egypt and Syria retained their own joca santa; 
Erhiopia, far to the south, came to create a simulacrurm of the 
Holy Land within its territories, When Islam entered the 
reglon 1n the seventh century, it founded its own locus of pil- 
grimage at Mecca, in what is now Saudi Arabia. The rates of 
islamizarion in the wake of the Arab conquest, however, var- 
ied; Christian Egypuian and Syrian communities persist to 
the present day; farther south, nestled in the Horn of Africa, 
Nubia and Ethiopia remained independent Christian king- 
doms only until the end of the Middle Ages. In tandem with 
religious changes, thesc lands experienced a fundamental, if 
gradual, shift of power away from the Byzantine sphere in the 
Mediterranean and toward the expanding territories of the 
Arab-Islamic dynasties in the Fertile Crescent, where new 
capitals were established at Damascus, Baghdad, and Cairo. 
Thus, while the heart of medieval Byzantium's influence may 
have resided in Constantinopie, Byzantine and other Eastern 
Christian traditions flourished beyond the empire's shrinking 
borders and outside the control of the imperiali, Melchire 
(Chalcedonian) Church in lands that had been, after all, 
pivotal to the development of a universalist Early Christian 
culrure.? 

One example of an Eastern non-Byzantine development of 
Early Christian artistic traditions 1s the continuous produc- 
tion and use of icons in these communities, which escaped 
the Byzantine Iconociastic controversy and its responses 


Monastery of Saint Catherine, Mount Sinai, 6th century, with later 
additions. Photo: Bruce White 


ncarer home, The effect of indigenous materials and 
craft practices transformed imported Byzantine traditions, 
and infiuences from Arab and Abbasid Iraq: art became 
increasingly apparent in representational styles and decora- 
tive motifs, Trade networks, too, connected along this Near 
Eastern- African axis, with arms reaching across the Mediter- 
ranean in one direction and the Red Sea and Indian Ocean in 
the other. As a result, examples ot Indian arts and crafts 
acquired through the Red Sea trade appeared in the region as 
well. At the same rime, architectural features known in Arabia 
and Ethiopia during the latter's Early Christian Axumite 
kingdom were further developed in medieval Ethopian 
church architecture, 


STRIA AND THE EASTERN MEDITERRANEAN 


Medieval Syria vaned widely in its borders. At its largest 
extent it included parts of present-day Syria, Lebanon, Israel, 
Jordan, Arabia, and Turkey, thereby encompassing places 
sacred to the Jewish, Christian, and Mushm religions.? 
Jerusalem was a holy city for all, as the sire of the Temple of 
Solomon for Jews, of Jesus” Passion and awaircd Second 
Coming for Christians, and of Muhammad's Ascension for 
Muslims. Medieval Jerusalem appeared to the Latin Christians, 
in particular, as a captive awaiting, release at the hands of the 
Crusaders. Further charging this landscape for Christians 
were numerous other loca sancta, witnesses to both the Old 
and the New Testaments, and many long-established centers 
of monastic life. Syria's strategic position between the 
Byzanuine and other Eastern empires was no less charged. 
Over the centuries successive rulers and would-be rulers — 
Byzantines, Persians, Umayyads, Abbasids, Selpuk Turks — 
vied for control of the region or parts ofit. The Latin Christian 
Crusaders made their mark as well, building; castles through- 
out their briefly held Syrian territories; Arab Islamic citadels 
on the Orontes provided key counterbalances. 

As a result of its diverse population and political history, 
medieval Syria enjoyed a heterogeneous Christian heritage. 
The two main Early Christian components, Greek and 
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Syrian, maintained regional centers after the Arab conquest. 
Edessa was, trom Early Christian timeş, the center for Syrian 
language and culture, including Syriac lturgical rites. The 


cities of Jerusalem, to the south, and Antioch, in the north, 
were Greek-speaking (with Syriac-speaking minorities), their 
Melcihuite and Maronite Churches byzantinizing sects, devel- 
oped in the seventh and cighrh centuries, retained Creek as 
the liturgical language until the late Middle Ages, although 
by the mid-renth century Greek-speakers in the region had 
become a Minority, 

Syrian cities present in microcosm examples of the inter- 
weaving, of the region's many cultural strans. The nucleus of 
present-day Damascus, for instance, was formed at the hme 
ot Syria's annexation to Alexander's empire. A temple in the 
heart of the Greek city was rebiuilt in Early Chnsuan times as 
a church dedicated ro Saint John the Baptist. When the 
Umayyads chose Damascus as their capital, the Great Mosque 
was erected atop that Christian church with the help of 
Greek, Syrian, and Egyptian craftsmen. A similar mix of tal- 
ents was involved in the creation of the glittering mosaics of 
the Umayyad monuments in Jerusalem.* The taste for luster 
and gold found in the later Christian decorative art of this 
region can thus be said to draw from the traditions of both 
Byzantine and Islamic art (see cat, no, 256). A good deal ot 
Umayyad-period Damascus was destroyed upon the estab- 
lishment of the Abbasid dynasty and, as a consequence, 
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Constantine and 
Helena. Lectionar, 
Syria, 1226. Syrian- 
Orthodox Bishopric 
Micdvat, fol. zar. 
Frana |. Leroy 1964 
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although Damascus became particularly important as a haven 
for Iconophile apologists and possibly far icon painters and 
collectors, there îs ne lconoclastic-period Christian figural art 
securely atinbuted to the city. Various 1solated works have 
been assigned to the general region of Syria-Palestine, and the 
extensive icon collection at the Monastery of Saint Catherine 
on Mount Sinai (see ilus. on p. 364) 15 remarkable evidence 
of the continung development of iconic traditions through- 
out the period (see cat, nos. 65, 66, 2344-50) 

Medieval monastic allegyances also reflect the sources of 
Syria's Christian sects. The Melchite monastery at Qal'ar 
Seman, northcast of Antioch on the Byzantine-Arab frontier, 
was the site of a fifth-century pilgrimage complex at the cal- 
umn Of Saint Symeon the Stylite the Elder. Although pil- 
grimage trafic had dwindled, the monastery was refounded 
in the tenth century, according to an insecnption in Greek and 
Syriac of 979. The monastery of Saint Symeon the Stylite the 
Younger, northwest af Antioch, continucd to draw pilgrims 
until at least the thirteenth century (see cat. no, 255). Syrac 
Christian monasteries flourished throughout Late Antiquity 
and the Middie Ages in the mountainous area north of 
Nisibis known as the Tur Abdin (a few of them stil! function 
today) and in other regions as well;* the monasterp of Mar 
Yacub at Qara is a case in point (see cat, No, 257). 

Later Christian Syrian art displays this multicultural her- 
itage in styles that encompass, at one end of the spectrum, 





Constantine and Helena. Lectionary, Syna, 1219-20. Vatican City, Bibho- 
teca Apostolica Vaticana, Ms. syr. $$9, tol 223. From ]. Lerov 1964 


Byzantine-Greek mannerisms and, at the other, representa- 
tional formulas inflnenced by “Abbasid Iraq, Two early- 
thirteenth-century Gospel illuminations of Constantine and 
his mother, Helena, with the True Cross document these dis- 
tinctive stylistic repertoires with great clarity. Yet the codico- 
logical traditon remained constant: both illustrations are 
located in the same final position within their cycles. Other 
contemporary illuminated manuscripts show more homoge- 
nized. mixtures of styles drawn from the wide range available 
(see cat. no. 254). 


EGYPT 


At the time of the Arab conquest the main components of 
Christian art in Egypt were Egyptian, Greek, and Persian, 
although all had been transformed by Byzantium. Subsequent 
naming, of the Christian communities continuing in Egypt as 
Coptic (from the Arabic word Qzbz, izself adapred from the 
Greck Aigyptioi) has obscured this multifaceted heritage, 
with the result that we tend to seek only one lincagc for 
Christian Egyptian art. Yet muluple aitistic trends, including 
Christian figural art, existed. 'These were soon enhanced by 
Arab and Abbasid Iraqi traditions, which entered the reper- 
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Sancruary frieze and panel. Stucco, carly ioth century, Church of al- Adhra” Wadi Natrun, Egypt 
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The Nativity of Christ aud the Adoration of the Magi. Wood plaque, 


gth-1oth century, Church ol Abu Sargah, Cairo. From Yolbach and 
I.afontaine-Dosogne r96ă 


toire in the ninth and tench centuries —witness the boldly 
unculating, teeming surfaces of Samarra-inspired reliefs from 
the Church of al- Adhra' at Deir Suriani, onc of the monaster- 
es in the Wadi Natrun, northwest of Cairo (see 1ilus. on pre- 
ceding, page). These stucco panels were carved during the 
tenure of the monasterys Abbot Moses, who traveled ta 
Baghdad about 927 on bchalf of Christians in Egypt and who 
returned with Syrian rnanuseripts for the monastery hbrary.? 
Figural reliefs, such as a ninth-to-tenth-century Nativity 
plaque in the Church of Abu Sargah (Saint Serg1os), drew 
from a steadily expanding number of available repertoires, 
including; Islamic arabesque motifs, Byzantine Christian sub- 
jects, and design elements found on cotton textiles imported 
from India.'* 

The conquest of Byzantine Egypt was sealed with the 
insertion of an Arab ruling, elite in the ciries. The succeeding; 
Abbasid dynasty reoriented Egypt toward the Near East, 
especially to the Red Sea, Synia-Palestine, and Arabia, and to 
the North African coast along the Mediterranean." The Shiite 
Fatimids gained Egypt's independence from foreign gover- 
nance în 969 and founded Cairo, north of the oid capital of 
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Fustat, as the administrative center of their new empire, 
which stretched along the Near Eastern axis from Syria- 
Palestine to the Afncan Red Sea coast and Yemen and also 
includled North Africa and Sicily. The Coptic patriarchate 
moved from Alexandria to Cairo in the mid-eleventh century 
and established itself there at the Church of the Virgin, 
known as al-Murallagah. Historical documents reveal that 
Christians and Jews could lead privileged lives in Cairo (as 
well as in Alexandria, which continued to be a key transship- 
ment point for Medirerranean trade), The Fatimid dynasty 
prospered until the twelfth century, when Saladin, who had 
retaken Jerusalem from the Crusaders, returned Egypt to 
Sunni orthodoxy and created a united Syro-Egyptian kinp- 
dom for his newly founded Ayyub:d dynasty, which ruled 
Egypt for the caliph :n Baghdad until the middle ot the thir- 
teenth century. 

An illuminaton in a late-twelfeh-century Gospel book from 
Damucetta, which pictures a seated Coptic patriarch with a 
dark-skinned man in attendance (see illus. on p. 370), shows 
arabization to a marked extent in, for example, the decorative 
scripts bordering, the central image as well as in the clothing 
of che wo men. The patriarch wears a garment inscribed with 
Arabic calligraphic script, and both men cover their heads in 
Islamic fashion. At the same time, an inscription and the 
Ethiopian(?) representative epitomize the ties that Egyptian 
Christians maintained with other parts of northeastern 
Africa. The inscnpuon reads: “În the name of the Father, the 
Son, and the Holy Spirit, One God. Here is the portrait of 
the holy blessed father Anba Mark, sevenry-third patriarch 
of the great city of Alexandria, of Egwpt, of Ethiopia, and ot 
the Pentapokhs:* 


NUBILA 


Nubia, south of Egypt, extended along the Nile from Aswan 
in the north to the convergence of the Blue and White Niles. 
It remained Christian following, the Arab-Islamic conquest of 
Egypt, and its art continued to reflect the iconicity, iconogra- 
phy, and church programming of Early Christian and Byz- 
antine art, wath aftimities to the arts ot neighboring Christian 
communities. It has been suggested thar much of Nubian 
Christian icenography may be attribured to the direct influ- 
ence of pilgrimage art broughe from the Holy Land in tokens 
and especially in icons,& although closer comparisons may be 
found nearer to hand in Egypr.:+ Independent developments 
are also notable." 

Two African Christian kingdoms carved from ancient 
Nubia — Nobatia and Makuria—had managed ro repulse 
attempted Arab incursions that sought to enlarge upon their 
Egyptian conquests of the 64os.* For over six hundred years, 
a treaty, or bagi, maintained the independence of Nubia and 


its allegiance to the Coptic Church of Egypt. The bagt lasted 





SS ga 


Bishop Mananos under the Protection ot the Virgin and Child. Fresco, 1003-36, Great Cathedral, Faras, Nubia, 
Warsaw Muzeum Narodowe. Photo: Elzhiera Gawryszeweka, Zaklad Fotografii Wluzealnej 


unul the thirteenth century, allowing closely controlled, pros- 
perous trade berween Nubia and Arab Egypt.” 

Christianity and monasticism had entered the Nubian 
kingdoms during the sixth century owing, in part, to Byzantine 
political interests in the region. The emperar Justinian 1 sent 
a Mclchite mission ro convert the Nubians in s42. Ar the 
same time, the empress Theodora sent a Monophysite mis- 
sion, as did the Egyptian Monophysite bishop ot Philae, By 
the end of the century, Nubia was chrismanized and had 
embraced Monophysitism as an extension of the Egyptian 
Coptic Church, Thereafter, Nubian Christianity had only 
infrequent relauions with the Byzantine Meichite Church,'$ 
although Greek remained is lrurgical language. In the later 
Middle Ages, the Nubian language, written in Greek charac- 
ters, was also used both for sacred and for secular texts. 

In their fluid, graphuc lines and such details as tacial con- 
struction and types of clothing, Nubian representations par- 
ticipated in the wide-ranging stylistic repertoires known from 





A Copric Patriarch wnth an Artendant. Manuscript illustration from 
Darnicita, Ewypt (car. no. 281) 


medieval Syria-Palestine and Egypt. Early Christian schemes 
continued to be used—alrhough discontinued in Byzantium 
during the Iconoclastic controversy— at the same time new 
directions emerged.'? 

An iconic representation of the Virgin and Chiid blessing 
Bishop Marianos (1003-36; sec illus. on preceding pagc),2* 
for exampie, originally located on the cast wall of the south 
chapel of the Great Cathedral at Faras, bears inscriptions in 
Greek idennfying Mary, Christ, and Mananos. Typical of 
Nubian church decoration, however, is the frec dispersal af 
COMpPOSILIONS across the picture plane, as opposed to the 
tighter Byzantine association of iconography and architectur- 
al forms.” The Marianos group did not fil! the entire apse: 
ncăt to it were depictions of Christ above a cross, with an 
anchorite beside him.*? The emphasis at Faras on conic por- 
traits of us bishops is also a departure from known Middle 
Byzantine church programs, as is the reversal of fronrality in 
the figures: the bishop faces forward while the Virgin and 
Child turn to connect him to the real space inhabited by the 
viewer. In a Byzantine composition, this would reverse the 
intercessional hierarchy of the figures. Such a drastically 
different mode of communication between the viewer and 
the persons represented would seem ro derive, at least in part, 
from Early Christian iconic formulations.** Yet contemporary 
Byzanrine influence can be seen im the bishop's garments, wluch 
follow the style of Byzantine liturgical vestments,? 

Three chronologically distinct layers ot wall paintings pre- 
served at Faras — each known by the predominant color of its 
palete — date from the erghth ra the elevenih century. Lhus styl- 
stic development may not have occurred in isolatton, for shad- 
ing, and lughhghring; techniques and even colors are shared with 
Syrian and Egyptian Christian fipmral art (Cat. Nos. 251, 263-245, 257.20 

Race, or ethnicity, is an issuc in these paintings. Bishop 
Mananos is portravyed with the brown skin of people along 
the Upper Nile, whereas the Virgin and Child are lighter 
hued. This distincrion berween non-Nubian and Nubian his- 
totical personages obrains in all the phases of wall painting at 
Faras.* Interestingly, farther south, in Ethiopia, Christ, the 
Virgin, and saints are portrayed with the deep brown skin ot 
the Ethiopians. 


ETHIOPIA 


Medieval Erhiopia, christianized from the fourth century, 
wcalthy, and pohrically autonomous, enjoyed a wide-ranging 
artistic repertoire, including such representational treatments 
(naturalism and geometric abstraction) as might be catego- 
rized under the usual monolithic hcadings “Byzantine” and 
“Islarme.” The compositional formats of this repertoire are 
often Early Byzantine in origin. This is evident, for example, 
in țhe reuse of Early Chrisuian Eusebian canon tables and in 
the continued development of this format and of other morits 
known in a wide variety of Byzantine and byzantinizing 





traditions.2% These were further enriched by specific borrow- 
ngs from [Islamic tradition, such as ornamental Kufic inscrip- 
tions.** Arabian and African contacts also expanded Christian 
Ethiopia's range of building materials and techniques, which 


included ashlar and rubble constructions, monolithic excava- 
tions, and combinations of wood and mortared masonr. 
Specifically Syrian traditions are reflected in Egyptian, Nubian, 
and Etmopran church planning." It 15 in their exterior treat- 
ment that Erhiopian churches carry on such Axumite- Arabian 
rraditions as protruding roundheaded joists.* Truly astonishing, 
however, is the spatial play in monumental architecture, which 
allows constructed and excavated churches to toliow the same 
plans. Although this occurs in Byzantine Cappadocia and 
Cyprus as well, there is in Ethiopia a corresponding exploita- 
tion of the terrain that is uniquely and consistentiy dramatic. * 

By the early fourth century the ancient Axumite Kingdom 
of northern Ethiopia, with its capital at Axum and its port of 
Adulis on the Red Sea, extended from Merowe across the 
Red Sea to southwest Arabia. It was through this territory 
that Synan missionaries traveled to convert Ethiopia and 
through which Ethiopian pilgrims in turn traveled to 
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Cruciform church. Church of Saint George, 
= 1th century, l.alibela, Ethiopia. From 
„E. ei Dinkler 1970 


Jerusalem. În Jerusalem, Ethioptan Christianity had caprured 
the imagination of the Mediterranean Early Christian world. 
“Aethiopia credet Deo” (Ethiopia believes in God) exemplified 
Christian universalism to such Church Fathers as Origen, 
Clement of Alexandria, and Gregory of Nyssa, and despite its 
embroilment in Church controversies, Ethiopia retained ties 
with the Melchite, Syrian, and Egyptian Churches.* 

The north has remained the spiritual heart of Christian 
Ethiopia, and Axum its holy city.** In the seventh century, 
however, when some of Muhammad's first disciples — foliow- 
ing his counsel to go to the “land of mghteousness"— intro- 
duced Islam in the north, Ethiopia turned southiward ro 
establish Christian prominence and economic prosperity im 
its micldle highlands. Periods ot ecclesiastical revival during 
the Zagwe dynastt (1137-1270) and the rise and growth of the 
so-called Solomonic dynasty (1270-1527) resulted in the cre- 
ation of a new Jerusalem within Etmopia's own terrain, 
carved from the bedrock ot Lalibela in Lasta. The churches of 
this pilgrimage city, inspired by a dream soon after Saladin's 
recapture of Jerusalem, bear enduring witness to the strengrh 
of Ettopia's spiritual tes to the Holy Land. 
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244. Icon with the Enthroned Virgin 
Surrounded by Prophets and Saints 


Byzantine (Sinai or Constantinople), ca, 1080-1130 


Tempera on sac acl 
48.5 X 41,2. CI0 (191 X 16% IN.) 


The Holy Monastery ot Saint (Catherine, Sinai, Egypt 


The youth anul pastful beauty of the Virgin 
Mary quickly draw the eye to the heart of 
this icon, where a plump Christ Child with 
bare legs and athletic arms kicks in the 
embrace of his mother, who nestles her cheek 
pensively in his curis as he grips her veil. 
Thus central image, delicately framed in a 
rectangle, is the size of a small private icon 
(28.4 x 14.2 Cr [11% x s4 in.]) and thus 15 
expenenced in an intimate and clirect way, 
Only secondarily does the viewer natice the 
populous ring of figures that surrounds the 
central pair. With this border the icon mea- 
sures a far less intimate 48.5 x 41.2 Cin (19% x 
1614 in.). Yet it îs easy to hold, thin and light 
in Weight. Loday it 1s deeply bowed, per- 
haps because the back was not sealed with 
paint. Taking, it in the hands, one holds it 
automatically at optumal distance to read its 
many Written mscriptions (some reinlorced 
by a later hand). Cleariy the icon was meant 
to be read. The framing; figures arc tried by 
numerous diagonals to the Morher and Child 
whom they surround. The affective strength 
of the central group îs to be understood in 
relation to the capacious intellectual frame 
of the encircling figures. 

Enthroned as a chuld or: his mother's lap, 
Christ appears enthroned above as the king 
of heaven, revealing his dual nature as God 
arul man. Surrounded by thosc who proclam 
his glory, he is labeled BACIAEYC THC 
AUZHC (King of alory). John the Theologgan 
and Paul stand ar the left, with John rhe 
Baprist and Perer at the right, Beneath Paul 
are Aaron and Moses, Anne and Symeon, 
Ezekiel and Dad, and Balaam and Habakkuk. 
Beneath Peter are Jacob and his ladder, 
Zachariah and Elizaberh, Isaiah and Daniel, 
and Solomon and Gidcon. Qt their praphe- 
cies, some treat Christ but most are devoted 
tu Mary. It 15 she who dominates the bottom 
figures. Ar thc foot of her thronc îs a linc 
from Romanos the Melade's hymn on the feast 
Of Mary's nativity: IG) AKEIM K| AI] ANNA 
ETEKNOTONIICAN K[AI] AAAM K[AI] 
EYA HAEYOEPWOHCAN (Joachim and 
Anne conceived and Adam and Ewe were 
liberatedy. Beneath this inscription stands 
Joseph, whose scroll bears his statement of 
faith in Mars purity from the same hymua; 
he îs flanked by Joachim and Anne and by 
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Adam and Eve. Mary too 15 shown in marital 
terms, Accompanied by her mother, Anne, 
ancl the protomother, Eve, she sits as a 
bc:de unwed berwecn her husband, Joseph, 
below and her divine spouse above. Pensively, 
she turns her gaze to Symeon in the frame, 
as if to find the meaning of her materuty. 
She is met by hus praphecy of the Passion, 

The image îs striking tor the learning and 
diversiwy of is biblical, poeric, and licurgical 
INscrprions. It links Old Testament vision 
to New lestament revelation and the Incar- 
nauon to the Second Coming; it moves 
from Child ro Mother and back again, from 
Mary's son to her husband, to her father, to 
her father in heaven, who i her son, and 
from feast to feast of the Marian year. The 
viewer 15 drawn ever deeper into the endless 
layers of Marian meaning. Many scholars 
have taken on the challenge of explicating 
this image, but none has begun to exhaust 
the associative meanings that the image 
evokes. This is what icons are for: they open 
up the meaning of their subjects; they dont 
tie it down, 

The icon has been vanously dated from 
about roăo ro about 1130, the focal period 
of what Hans Beiuing — following the lan- 
guage of Byzantine ekphrasts — has called 
the “living, icon? the icon designed to scem 
so real as to be alive and thus to be poignant- 
Iy affecrive, Just once other icon akin to 
this survives (The State Hermitage, Saint 
Petersburg), În it the Morher and Child 
assume the loving embrace familiar from the 
famous miracle-workung icon known as the 
Virgin of Yladinur (see illus. on p. 284). The 
posture af Mother and Chuld in the Sinai icon 
was also widely disserninated as a separate 
icon: thus 15 che earliest-known instance of 
the pose later identified as rhe Kykkorissa after 
the great miracle-working icon of this type 
at the Kykkos Monastery on Cyprus. Famous 
in Italy by 1300, the wype spread from Kykkos 
throughout the entre Orthodox world, ant 
numerous replicas in Rus, the Balkans, 
Greece, Egypt, and Ethuopia. Luke the Virgin 
of Vladimir and the Man of Sorrows 
(cat, no, 72), the Virgin here shows the 
imrnense power 0f the devotional formulas 
invented for Byzanrium's “wing Icons” 
in the decades around 1100. 
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745. Icon with the Crucifixion 


Bizantine |îinal ar (C-onstantinople;, ca. ma 
Termptera ri pred 
28.2 4 21.6 cr (1% x 8 ink 


The Hol: Monastere ot Saint Catherine, Sinai, Egypt 


The richness of radiant materials intensifies 
the richaess of emotive content in thus small 
panel painting. The framing, medallions, 
reminiscent of precrous enamels, include 
Peter, Michael, John the Baptist, Gabriei, Paul, 
John Chrysostam, (aregary of Nazianzos, 
Theodore, Prokopros, Symeon the Srylite 
the Elder, Christina, Catherine, Barlaam, 
Symeon the Seylite the Younger, Demetrios, 
George, Nicholas, and Basil. The great hier- 
archs of the secular Church in the side frames 
are cye-carching in their bright vestments, 
but it is the saints ot the monastic Church 
who dominate the icon's central axis, begin- 
ning, amid the angels sh the great monas- 
tic moclel John rhe Baptist and ending wirh 
Catherine, patron of the earthhy monastery 
of Sinai. The icon seems to have been made 
for the Monastery of Saint Catherine an 
Mount Sinai, and it may, in fact, have been 
made there, since the technique used în its 
medallions is unique to the icons from 
Sinai, 

Hans Belung associates the emotive power 
of this Crucifixion with the same ninth- 
century sermon on the Virgin's Lament that 
Robin Cormack linked wirh the reliquary of 
the True Cross in the Yatican (cat. no. 3$).! 
The mo paintings are, however, very duf- 
ferent, demonstrating how varied the modes 
ol emotive evocation were in Byzantine 
art. More recently Elizabeth Fisher has 
compared the panel path a sermori in which 
Michael Psellos (born ca. 1018, died after 
1081) describes a Crucifixion ICON With 
almost overwhelming emotional intensity.? 
Whichever ot the mo texts more closely 
reflects the spirit in which the icon was 
produced, both show that works like chis 
were intended to — and did — elicit strong, 
emotive responses, 
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246, Ican with the Annunciation 


Byzantine (Sinai car £ omstanritiople), lăte T2ch certe 


Ternpera cotul 
GI X 42.2 CM (24 x 10% UN.) 


The Hal Monastery cf Saint Catherine, Sina, Egypt 


This icon is a definitive example of the so- 
called Late komnenian style, the dynamic 
and often mannered mode oi painting, char- 
acrerized by streamlined lincar hghlights and 
ropy tolds, that dominates many Byzantine 
monurmenrs trom the final two decades of 
the relfth century. An exceptionally sophuis- 
ticated piece, the icon 15 notable for its satu- 
rated golden tonality, erudite forms, and 
elaborate messages. The figures of Gabriel 


and 4ian;, shadow sihouettes in a luminous 
realm, seem to forsake all classical werghr 
and poise for a wraihlike immateriality. 
Yet Gabriel's fluent posc in fact copies that 
ot a classical Maenad, a quotation as deliber- 
ate as any Byzantine belletrist's allusion to 
Thucydides or Homer, 

The formal sophisrication of the icon's 
style îs answered by its remarkabls rich 
expressive content. In the hagpard face and 
serpentine posture ot Gabnei, who turns 
his winged back to the viewer as ii halted in 
midstep, Henry Maguire has recognized the 
hesitant Gabriel of Learned homilises.! They 
transformed the angelic messenger into a 
sober and reflectie «lider statesman, conwer- 
sant with rhe vagarics ot courtiy serice, who 
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pauses to ponder his fatal message and how 
best to announce it to Mary. She, in tura, 
emphaticaliy regal on her gold throne, sits 
somberly, ingering the bioodred fabnic of 
the temple vel, symbol of the veil of mortal 
flesh that she will cast over îsod'5 divinity. 
Her house, its marrage curtain drawn back, 
proclaims în its churchlike form the house 
Of God, Above, it sports a rooi garden, the 
enclosed or locked garden ot the Song of 
Solomon (4:12), which 15 associated with 
Mary's virganity, Yet ut 15 fertile, for storks 
nest on the roof above ir, Fertile too is the 
river, aie with sporting fish and birds, that 
runs at the base ofthe scene, Like the gar- 
der, these images remind us that the ame 
at Chnsts conceprion is springtime, when 
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246. Front 


life is rejuvenared. As in a bymn or a bomily, 
Mary îs associared with a hfe-giving stream 
Of water. The word rhar enters this spring- 
time world is not merely the human “Haul!” 
of Gabriel but the Word of God, sembul- 
1zed by the dove that descends to Mary. It 
flhies toward her breast, where, in the icom's 
most hauntiag image, a barely visible gri- 
saulle tracery forms an oval shieid or nimbus 
that surrounds the intant Christ. At once 
highly learned and deepl moving, luminous 
and somber, filed with details both thought- 
provoking and delighttul, the icon 1s a 
remarkable ans immensely skullful sinthesis 
of divergent elements. 

The icon may have been made at Sinai 
itself: the reflectave circles scored in the sur- 





face of the gold are known only on icons at 
Sinai, and the grisaulle medalhon with Christ 
on Marv's breast— though not unique to Sinai 
(It appears cu the contemporary Ustiug 
Annunciation in the State Iretyakov Gallen, 
Moscow ) — resembles the farm of Mary 
bearing Christ n a crimson medalion on her 
breast that carne to srmbolize Mary as the 
Burning Bush at Sinai. The rextilehke partern 
on the pancl's reverse is also scen in another 
icon from Sinai (cat. no. 247 ). Though such a 
pattern may well have becn supplicd nor by 
the workshop ot origan but at the time of an 
cori's installanon, 1t incdhcates that the icon 
must have been at Sinai since medieval nmes. 
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247. Icon with the Heavenly Ladder 
of John Klimax 





Byzantine (Sinai or Constantinople), late 12ch century; 
Tempera on wood 
41.1 X 29.5 cm (16% x ri in.) 


ÎNSCRIBED: On the front, OCIOC 1 0 THE 
KAIMAKOC/OCIOC ANTONIOC APXIEIIICKOILOC 
(Holy John of the Ladder; Holy Archbishop 
Antonios); on the back, IC XC NIKA (Jesus Christ 
conquers) 


The Holy Monastery of Saint Catherine, Sinai, Egypt 


The image on this icon encapsulates the text 
of The Heaveniy Ladder by the monk John 
Of Sinai, called John Klimax, or John of che 
Ladder, after this work. The text presents 
the virtues a monk must acquire and the vices 
he must avoid in his quest for spiritual per- 
fection. These are organized into thirty chap- 
ters, each conceived as a rung on the ladder 
to heaven. Although written in the seventh 
century, the text became especially popular 
in monastic communities from the cleventh 
century on. Numerous ilhuștrated manuscripts 
Of The Heaveniy Ladder survive, the most 
splendid and most imaginative dating to the 
cleventh and rwelfth centuries. The Sinai 
panel is the only known Middle Byzantine 
icon ol the subject. 

On a ladder of thirty rungs, monks strug- 
gle toward the top. While some reach their 
goal, others succumb to remptation and are 
then dragged off by demons or plunge head- 
long, into the black mouth of hell. Christ is 
shown în the heavens, reaching toward their 
leader, John Klimax, identified by the inscrip- 
tion. The iargest figure, dressed in white and 
also identified by inscription, is Archbishop 
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Antomos, for whom the icon must have been 
made, Whether Antonios was an archbishop 
ot Sinai as Doula Mouriki assumes or came 
from the capital as Hans Belting, sugpests is 
not known.! The group of monks at the lower 
right 15 balanced by a group of angels ar the 
upper left. 

Parallels to the imagerv of the Sinai icon 
are found in several iliustrated manuscripts of 
Ibe Heaveniy Ladder. Vaucan gr. 394, dating 
to the late eleventh century, for example, also 
depicts the intended recipient of the work, 
Lord Nikon, reaching the summit of the 
ladder.” This image accompanies the final 
exhortation at the end of the treatise, in which 
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rhe monk, having, received the instruction 
contained în the thirty chapters, is urged to 
begin his climb up the ladder to salvation. 
Several inscriptions state that Nikon has been 
“made one with God” and, because of his 
conquest of the body, has achieved nearly 
the levei of the incorporea! angels. Angels 
Play an important role in the text of The 
Heaventy Ladder, as guardians, guides, and 
models, In the Sinai icon the angels at the 
upper left have their hands covered as if 
to receive the purifică souls of the monks, 
but we can assume that their other roles 
would have been in the mind of the viewer 
as well, 


Usually dated to the late rwelfth century, 
the Sinai icon may have been made in Con- 
stantinople or at Sinai, Ît :s seylistically simi- 
lar ro works of the same period, including 
an Annunciation icon (cat. no. 246) that 
has been attribured to both Sinai and Con- 
stantinople. On the reverse îs a pattern ot 
crosses set within circles, with the inscrip- 
tion IC XC NIKA (Jesus Christ conquers) 
filling the spaces berween the crossarms. 
This decoration, which is nearly idenrical to 
that on the back of the Annunciatica icon, 
also appears an rio other icons that have 
been attributed to Sinai.? 

LI 


1. Beling 1994, p. 272; Mouriki 1990, p. 107. 

An Antonios 15 atrested to among The archbish- 
cps ot Sina, but his date 1s not knmn. 

2. Cortigan 1996, pp. 61-93, fig. 24. 

3. The decoratian îs discussed by Mouriki, in Sinai, 
1990, p. 108, and nn. 36, 39. Sotinau (1956, vol. 1) 
published as his fig. 172 the sari decorate pattern 
an the back pt an icon and idenu fie 1r as the reverse 
at that shown an his fag, 171. This was corrected 
in Wenzmann 1383, n. 165; he idenrified it as che 
reverse af che dadekaortan tetraptech discussed by 
Mcuriki. 


LITERATURE: ]. Martin 1053; Weirzmani, Fc, 
LU7S, pl. ză; Wiounki 1990, p. 107, pl. 24 Belting 
194, pp. 273-74; Coran 1996. 


248. Templon Beam with the Deesis 
and Feast Scenes 


Bzantine (Mount Sinai, Egypt), ca. 1200 
Ternpera on panel 
387% 152.3 Cn (us x 60 11.) 


The Hei Monastery at Saint Catherine, Sinai, Egvpt 


The present work shows the five central 
scenes of whar originally was a sequence of 
fitteen on a tar longer panel, Created as a 
templon beam — that is, adornment for the 
horizontal entablature topping the colum- 
niated screen that divided the sanctuar of a 
Byzantine church from the public space —it 
was later cut into thirds for use as smaller 
beams. Fortunately, all îhree segments sur- 
vIve, They display tele canonical feast 
scenes — the Annunciaton, Natiwity, Presen- 
tarion of Christ in the Temple, Baprism of 
Christ, lransfiguration, Raising of Lazarus, 
Entre into Jerusalem, Crucifixion, Anastasis, 
Ascension, Pentecost, and Koimesis— along 
with the Birth ot the Virgin and her Presen- 
tation in the Temple at the left and, at the 
center, the Deesis (Christ flanked by the 
intercessory figures of Mary and John the 
Baptist). This arrangement places the Deesis 
benwecn the Transfiguranon and the Raising 
Of Lazarus, thus unkung the scene ot Lazarus 
with the ensuing Holy Week images in 
accord with hrurgical practice (Holy Week 


begins on the evening before Palm Sunday 
with the celebration of the Raising af 
Lazarus). 

Seven templon beams from the late bwvelith 
and early thirteenth centuries sure at the 
Monastery of Saint Catherine, on Mount 
Sinai. Along, with the somewhat earlier pan- 
els now in Athens ancl Saint Petersburg 
(cat. nos. 674,B) they offer the best survwing 
insight into the development of the remplon 
beam as a site tor the display of painted- 
panel icons. Templon beams were sometimes 
adorned with rows ot separate ICONS, as exem- 
plified by the Arhens and Saint Petersburg 
panels. Most beams at Sinai, however, were 
created as single units, with the scenes painted 
in sequence on long boards speciale carpen- 
tered to fit their settings. This tells us that 
they must have been painted at Sinai itself. 
Despite its desert location, the monastery : 
Sinai clearly flourished in the twelfrh and 
Curteenth centuries, becoming the host and 
even the home of outstanding; icon painters. 

Among; the most interesting of the painters 
at Sina îs the main artist of this beam. He 
worked on it with ma associates, leading 
Kurt Weizmann to name ît the Beam of the 
Three Masters! It 15 indicative of Byzantine 
apprecianon for artistic indreidualire that 
the three masters made no eftort to subsume 
thcir own distinctive styles în a homoge- 
neous, shared manner. The center section 15 
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249. Front 





dominated by the work of the main master. 
Probably a somewhat vounger contempo- 
rary of the painter ot the Annunciatioa 
(cat. no, 246), he has a highly 1dhiosyncrat- 
1 manner that displays several forward-look- 
ing, features. One is his treatment of figures, 
He relies on an odd and compelling sense 
of color rather than on Aying garments and 
extravagant gestures to maintain the intensitv 
of his scenes, and gives his figures a weight 
and gravity that anticipate the classic poise 
of the later art of the Palaiologan renaissance. 
Anather notable tearure 1s his use of space, 
seen in his landscapes and his expressive 
exploitation of intervals berween figures. 
This is especially evident if one contrasts his 
Transfiguration with that of the icon in Saint 
Petersburg (cat. no. 674) or the mosac icun 
in the Musce du Louvre (cat. no. 77). His 
figures are far smaller in their rocky setting, 
and the glory of Christ's divinity must hurrle 
across a great distance to reach the disciples 
huddled below. Once again, this anticipates 
Pala:ologan art, which, hke Gothic art in the 
West, shows a world grown large around îns 
small, brightly colored figures. 

AW C 


i. Weitzmann, ” Byzantium and the West, 1075, p. î0, 


LITERATURE: Sotiriau and Sotiriou 1946-48, 
vol. 1. pls, 1r12—16, vol. 2, pp. 11112; Weizmann, 
“Bzanuum and rhe West” 1975. pp. 53-63, pls. 13, 15, 
16. 18, 19, 21. 23, Wenzmann et al. 1982, pp. 3, 101, 
pl. 31; Weirzmann, “Lecn Prograrns.” 1984, pp. 75-80, 
hps. 8-14; Mouniki 1890, pp. 1o6—7, pls. 31-33, 


249. Icon with Saint Panteleimon and 
Scenes from His Life 


Bszantine (Wiount Sinai), tari 13th centure 
Tempera and gold on wood 

102 4 72 CNI (ap i 28% 101.) 

IMSCaIBED: (i ATU LIAATEA E FM (Satin 
Panteleimon 

COXDITIDN: Iraces of an cighteenth-centure 
laser ot paint are wisibile. 


The Holy Monasrery ot Saint Catherine, Sinai, Egypt 


The young doctor saint Panteleimon, 
identihied by the inscription (with a mis- 
spelling), is one of the aszargyroi, healing 
saints who perform services withour pay. 

He has a long, narrow nose and small 
mouth, <lelicate features that were admired in 
the Komneman period and often characterize 
images ot Saint George as well (cat. nos. 69, 


70, 203). Panteleimon 15 ciad în a blue tunic 
with gold cufis, a looser blue tunic with gold 
pancls on the neck and shoulders, a brown 
slecveless cloak like a pallium that slips over 
the head, and a narrow white stole. In his left 
hard he carries an open jeeled medicine box 
containing three fasks; in his right he holds 
a martyr's cross. The backuround is gold, 

Around the bust of Panteleimon are six- 
teen scenes from his life, The cycle begins 
at the top lett, not with his birth, as is often 
the case with this mpe of biographical ican, 
but with the start of his medical instrucțion 
anul conversion by the Christian Hermolaos 
(sec cat. no, 106), and ends at the lower 
right with his martyrdom and burial.! The 
scenes are placed with care, horizontal corn- 
positions unrolled across the top and bottom, 
vertical ones set on the sides; the actian îs 
simplified and eminentiy legible. The events 
derie for the most part from a text of the 
Passion of the saint by Symeon Meraphrastes 
(ded ca. 1oco), bir some episodes are drawn 
from a different text, the painred cycle rhus 
creates its own composite version of the saint's 
lite.* "There are only rwo other surviving 
Byzantine cycles ot the hfe af Pantelemon, 
both very brief. 

This is one of the earliest vita icons, a genre 
thar first appears in the early thirteenth cen- 
tury, Lhere are several important carly exam- 
ples of this form of ican at Sinai, and the 
monastery itself may possibly have played a 
role in its development. 
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On the back of the icon is a quadripartite 
pattern ot nested chevrons, painted alter- 
nately red and blue-black, all pointing 
toward the center. 

NP5 


1. Lop tow: The priest Hermolaos adapting 
Panzeleimon; Pantcleimon icarning medicine 
from Hermolaos, Pantelcimon praying for a 
child birren by a snake; Panreleimen resurrecting 
the child, Left side: Panreleimon killing the snake; 
Panteleimon healing rhe blind man; Panreleimorn 
raisiny the paralytic, Panteleiman în a var ot boiing 
caci. Righr side: Panteleimon baprized; Pantelcimon 
Jestroying the idols; Panteleimon scraped and 
burned; Panteleimon put among the wild beasrs, 
Bottom rerw: Pantelimon thro'an INTO the sea; 
Panteleimon ani the wheel studded with nails, 
which turis an his torturers, Pantelimon belucaded; 
the burial ot Tanteleimon, 

2. Piz, val. 115, cols, 448—77, Late gr, pi. az, 

3. Fresecrts in the narthex at the eelirh-cenrure 
Church af Saint Panteleimen at Nerezi, near 
Skopje, and wo scenes accompanying the 
Metaphrastes text in a menologicn in Moscow 
(State Hisrorcal Museum, Cad. gr. 8, fol. rorr). 


LITERATURE: Weirzmann, “Selection ot Text” 
r975, p- 3. ia. 22; Weizmann, Creek Mytholeg, 1084. 
p. 101, fig. 20: Mouriki 1990, p. 115, ani fig, 53, p. 178. 


250. Icon with Moses before the 
Burning Bush 


Byzantine (Mount nai?), cart 3th centuri; 
Tempera and gold on wood 
G2 %X fq CI (zl x 24% In.) 


COoNDITION: There are cracks and blisters în the 
upper half ot the center panel and în the lepwer-lefi 
scctian at the frame; the piece of'wood painred anrh 
the lovărer body of the prostrate figure on rhe frame 
has been put back inta place; and the frame itself has 
been repaired and stabilized. 

The Holy Monasterp al Saint Catherine, Sinai, 
Egpt 


This large panel shows Moses on Mount 
Horeb, removing his sandals before the 
Burning Bush, the episode recounted in 
Exolus 3:2—s: *,., . he looked, and the bush 
was blazing, yet it was not consumed. .. . 
Cicxl callcd ta h:m out of the bush, “Moses, 
Moses! And he said, “Here I am” Then he 
said, *. . , Remove the sandals from your 
feet, for the place on which you are standing, 
is holy ground." The words from Exodus 
3:4 have been written in Greck on the gold 
hackground at the upper right. 
The youthtul Moses rowers over the 

rugged Sinai landscape, though the crucial 
elements at his pose — bent head and knee, 
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hands looscring, his sandal —all express rev- 
erence and obedience to the voice ot God. 
The cast-oft sandal and the bush are promi- 
nently displayed. Because the bush that 
burned but was not consumed had become 
a metaphor for the Virgin, an image ot the 
Virgin sometimes appears inside the bush 
in contemporary works (see fol. sq of the 
Vatican kokkinobaphos manuscript, cat. no. 
62). Here, however, Moses 15 alone on the 
hullside and the composition retains 15 pure 
landscape setting, the gently roiling fore- 
ground bursting into dame at the bush and 


=" 
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erupting into crags under has foot and on 
the horizon. 

Moses 1s clad in the classical attire of 
tunic and mantle, but the artist has cxagger- 
ated the play of light and shadow: so that 
the mantie, a pale pink in the light, turns to 
dark rose in the shadow, making it look like 
4 separate garment altogether. The rather 
awkward anatomy only adds to the immedl- 
acy of the hgure. 

At the lower left edge ot the panel, on the 
frame, 15 a tiny prostrate praying pure wear- 
ing a turban, probably a Melchite (Orthexdlox) 
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Arab. He may be the donor of the icon, 
though it is concervable that he was added 
at a slightly later date. 

The monastery at Mount Sinai was built 
on the presumed site af the Burning Bush, 
and though the bush itself no longer existed 
Lt was commemorated in a special chapel 
behind the Țustimanic basilica. This icen 
may reter to the sixth-century mosalrc of the 
same event on the wall above the apse ot the 
basilica and may have been made at Sinai 
for display in the Chapel ot the Burning 
Bush.! It is one ot two Moses icons painted 
by the same artist and evidently designed as 
a pair. On the companion panel Moses 15 
shown receiving the Law on Mount Sinan. 
Together they belong to a scrics of Sinai foc 
săsctă icons, most of them from the thir- 
teenth century, which represent in large 
scale and sharp focus the local events that 
pilgrims traveled so far ro venerare. 

NPS 


1. Pilgrims too ere supposed ta remove thear sandals 
betore entering the Chapel ot the Burning Bush. 


LITERATURE: Sotiriou and Sotiriou 1946-58, val, 1, 
fig. 16c, vol. 2, pp. 14o-4r; Wetzmann, con, 1978, 
PP. 36, 73 pl. 1$; Mouriki 1990, pp. 1ro-1, and fig, 
36, p. 166; Mouriki 1991-92, pp. 171-804, ps. 1, 3, 
3, 8; isaridis 1993-94, pp. 363—73, c5p. Pp. 370-72, 
Îlgrs. 10, 11. 


251. The Four Gospels 


Written, illustrated, and bound by Michael, metra- 
politan of DDarnierta 

Luaprie | Daruetta), LISe 

Tempera on vellum; 286 fols. 

38 x 27 cm (14 x LO % în] 


Fibhorheque Marionale de France, Paris, France 
(Ms, Copte 13) 


This Gospel book comprises the four Grospels 
in Bohairic vith a multiple frontispiece af 
portraits (tols, r and 2» in Paris and the toho 
depicting the Four Evangelists în the Freer 
Callerp of Art, Washington, D.C. no. 55.11) 
and seventy-four unframed friezelke ilius- 
trationș pauinted with gold and balliant colors, 
The most lavish among the manț illustrar- 
ed Gospel books produced in the eastern 
Mediterranean in the second half of the 
twelfth and zariy thirteenth centunes, 1t ini- 
tiates the Coptic contribution to a phase of 
extensive Grospel illustration that swept all ot 
the region's Christian cultures at thus time. 
This phase is represented in the present 
exiubinon by illuminanons from the Gospel 
in Berlin and the lcctionar in London 


1 dat 


sal E 
F/? P 


i a Xe 


SE 


= 


31. Seated Christ, tol, 2 


(cat. nos. 2$2, 254). The elaborare naskh inserip- 
non franung the frontispiece portrait ot Christ 
(fol. 2v) tells us that Michael, metropolitan 
of Damietta in northern Egypt, wrote, ulus- 
trated, and bound the volume. YYhule thus may 
mean that he paid for the illuminanon and 
binding — the quire marks in Syriac suggest 
a Syrian binder — Michael himselt clearly 
did the writing, for he recorded his progress 
1n inscriptions at the ends of the Gospels: 
he completed Matthew in April 1179, Mark 
m September, Luke in October, and John 1n 
January 1180. Known as a thealogian and 
ecclesiastical politician, Michael formulated 
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the Coptic Church's official refutation ot the 
ecclesiastical reformer Ibn al-kanbar in 1179. 
|, A. Hunt links Michael's splend:d codex, 
and especially its multiple trontispiece, to 
his eflori to assert in visible and incontrovert- 
1ble terms the Capric Church's control over 
sacred authority in the tace of this challenge. 
The iluminarion in this Gospel book 
shows the complexity of artistic and cultural 
interchange 1n the eastern Mediterrânean 
Levant at the tine of the Crusades. Srylistically 
the miniatures recall Captic decorative arts 
and anticipate the mannerisms that would 
characterize Synan art— both Christian and 
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Muslim — in the rhirteenrh century (sec, 
for example, cat, nos. 2$3, 254, 283-285), The 
iconography is equally complex, as the fron- 
tispiece portraits ilustrate (three of the 
original four survive). Lhe Christ on foho 
2+ must originally have gestrured toward the 
Four Evangelists on the Freer leaf, while 
on folio 1r the similariy gesturing figure of 
Mark, seventy-rhird patriarch of the Coptic 
Church and Michae!'s superior, must once have 
faced a now-missing portrait of Michael. 
The figure of Christ, accompanied by Michael! 
inscription, recalls the enthroned and ges- 
turing Christ who recerves the scnbe Arakel 
at the opening of an Armenian Gospel 
book (Erevan, Matenadaran 7347) ot 1166, 
The Christ of the Bibhorheque Nanonale 
Gospel book, however, recerves the greatest 
of ail scribes: the evangelists. Seen at the 
opening of several Byzantine books, the 
convention of Christ contronting the evan- 
gelsts had been taken up in the Levant by both 
Crusadler and Syran artists in the last decades 
ot the nweltth century, and the present Gospel 
book may well reflect this Levantine pat- 
tern. The pairing of Christ and the evange- 
lists, then, parailels the double portrait of 
Mark and Michael, creating a vivid statement 
of Mark's authority as he recerves Michael's 
Grospel in the same way that Christ receives 
those of the evangelists. This may have come 
directly from Byzantine art, for a similar 
message is seen in the twelfth-century 
frontispiece to a manuscript in the Vatican 
(gr. 666), containing Gospel commentary 
by the theologian Euthymuos Zigabenos 
(active ca, 1100), Here the emperor recelves 
Euthymios's commentary from the assem- 
bled Church Farhers in a pair of facing 
mirniatures and then, in a third muniature, 
hands it to an enthroned Christ, showing 
that Euthymuos's word 15 the emperor's 
word, and the emperor's word 15 Chrsts. În 
offering a magnificent statement of Captic 
authority, then, the Bibhotheque Nationale 
Gospel book echoes and integrates imagery 
current throughout the Levant: Byzantine, 
Armenian, Syrian, Crusader. As such, ît 
speaks of— and speaks with — the many facets 
of a moment of intricate artistic interchange 
in the Byzantine world. 
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242. The Deposition, fol. 256 


252. The Four Gospels 


Bzanitune (K„rusăder?), before L21G 
Tempera or parchment; 341 fols. 
15.3 22 CW (64 AA 11.) 


Scaarsbibliorhek zu Berliti— Preussischer Kulturbesitz, 
Berlin, German (Ms. graec, qu. 46) 


These four Gospels are adorned with thirty- 
rhrec mimatures of Gospel events composed 
as separateiy framed scenes. They also include 
canon tables (2v-sr), five evangelist portraits 
(Matthew [şv, 6v], Luke [158], Joan [262vw, 
263v]) and the offprint of a sixth (por), Moses 
Receiwving; the Law (264), and an ornamen- 
tal carpet and historiated initial ar each (rospel 
opening (71, 1021, 1521, 2681), 

The use of separately framecl scenes inter- 
spersed in the text was rare in Byzantine 
Gospel books until the late-rweltrh- and 
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early-thirteenth-century “decorative style” 
group of manuscript, to which this book 
belongs. Fhese books were produced largely 
for private patrans, and the individually 
framed format surely answers the desire tor 
devotional icons far personal contemplarion. 
As icons, the images arc unexpectedh; expres- 
sive: the pale, looming corpus of Christ in 
the Deposition (fol. 256) 1s more reminis- 
cent of Cimabue than of Byzantinc art as 
customarily concelved. In fact, Byzantiunms 
evocative devononal icons, dielling on the 
actual life and death of Christ, proneered the 
imagery of physical and emotional immecdhacy 
that was then developed by Itahan painters 
ke Cimabue and Giotto. These Berlin 
Gospels offer an especially apt example of 
Byzantium's role in this process. 


OF BYzZANIIUM 


SUouniy 


RES atat - 


The book's dare, place, and circumstances 
of origin are difhicult ro determine. Unlike 
other Byzanuine luxury books, whose script 
15 usually impeccable to the end, even though 
their nuniatures may remain unfinished, the 
present Gospel book 15 more finished in its 
mimatures than in its text, Ies scribe, though 
accomplished, seems to have worked in haste, 
under difficult conditions, and with poor 
parchment; the evangelist porraits, tO0, are 
a curious combination of new (6, 158%, 267) 
and reused ($v, 262») leaves, The ravaged 
condition but Constanuinopoltan quality 
of thc inserted evangelist portraits led Hugo 
Buchthal to assign the book to the struggling 
ne Byzantinice court at Nicaea in the decades 
after the Crusader sack ot Constantinople 
(1204).! The present author assigned it to 


the same carly-rhirreenth-century date but to 
one of the Crusader kingdoms ot the castern 
Mediterranean Levant, for the script recurs 
in Cypriot books of that date; aspects of the 
ornament and imagerv are better paralleled 
in the books of Armenian Cihcia than in 
those at Byzantium; and an Arabic inscrip- 
tion on folio 2r with the Captic date of 1219 
indicares that the manuscript was at some 
point in its early history in the eastern cant, 
prubably Egypt, where it later influenced a 
Coptic drospel book of 1250 (Paris. Institut 
Carholique, copte-arabe 1). Enigmatic as its 
origin îs, the present book aitests elogquentii to 
the crosscurrenrs among; cultures — Byzantine, 
Italian, Armenian, Levantine — that charac- 
terized the decades af the Crusades in the 
castern Medirerranean. 
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253, Gospel Leaf with Saint Luke 


Syrian, 12th-i3ch cenrury 

Tempera and gold on vellumn; single leat 

26 X 14 Cm (ID x s4 IN.) 

INSCRIBED: În Syriac, Sant Luke 

The Picrpont Morgan Library, New York, NY. 
IM. 774) 


his composition improvises on the theme 
of behef n the sacred trust of che scriprural 
tradition and enables devotional evocarion ot 
the holy words of the text. A Syriac inscrip- 
tion identifies this stark, monumental figure 
as the evangelist Luke. On the front ot the 
book held by Luke are che first words of his 
Gospel. For the text itselt, once need onlv 
turn the manuscript page. Contemplation 
Of the message of Luke Gospel would have 
been enhanced by physical acts af devotion 
such as recitation, Interestingly, Luke”s face 
has been damaged, perhaps bv devonons that 
may have included touching, and kissing the 
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holy image. The figure of Luke encourages 
such loving, behavior by stepping forward, 
across the border and our of the picture space, 
saying slightly at the hips as if bending, 
forward and holding hus open night hand to 
his chest as it to invite an embrace or a can- 
versarion. Although the intent ot this ilharmi- 
nation is clearly within the Byzantine iconic 
tradition, the sryle has been described as 
Islamic or islamizing (Ayyubid) because of 
the blank parchment background, the careul 
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delineation at drapery tolds bv graphic, lincar 

highlighrs and shadows, and the interlaced 

rectangular border in red, blue, and yellow. 
TT 


LITERATURE: [ierpont Morgan Library 1937, 
p. 91; . Leroy 1964, Vol. 1, pp. qib-17, 419, Y0l. 24 
p. 54. fig. 2; Nelson 1989, pp. 144-506. 


ExXRHIBITLONX: Ne York 033-534, N 16, 
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254. Syriac Lectionary 


Syrian (Mar Martei", 1216-20 
Tempera on paper; 264 fols, 
4 X 35 CM 174 x 03% în.) 


The Eniush Library, Oriental and India Office 
Collecrions, London, Englarul 
(Add. Nis, 7170) 


As a lectionary, this book contains passages 
from the Gospels in lturgical sequence that 
are used as readings în Church services. It is 
written in Syriac in deep black Estrangela 
script with rirles in gokl and red, and it has 
forty-erght framed mimatures. A detached 
page with a mumature of Jesus Healing the 
Leper îs now in the Mingana collecuon, Selly 
Oak, Birmingham (Sr. 590), Lectionaries, 
rather than Gospel books, were the New 
Testament texts most freguentiy singled out 
for adomment in the Byzantine world, receiv- 
ing fine covers and painted illumination. They 
were often the most :mposing possession ot 
the communities they served, and lhke famuly 
Bibles later, they became a kind of reliquare 
of memories, their margins scribbled with 
comments and notes ot events that warrant- 
ed remembering. 

A note in gold letters on blue at the end 
of the Easter lection states that the book was 
copied and decorared in the era of the holy 
fazhers Mar (Abbot) Ioannis, patriarch of 
all the earth (1208-20), and War natios, 
katholikes at the Fast (1276-22) — that îs, 
between 1216 and 1220, No place :s given, 
but the book 15 almost a Din of a lectionary 
in the Vancan (Sr. 5s9) completed on May z, 
1220, at the Monastery of Mar Mattel, near 
Mosul in northern Mesopotamia, and must 
have been produced at Mar Mattei itself or at 
one of its sibling monasteries; Jules Leroy 
suggzests that it was made for the Monastery 
ot Mardin, seat ot the Syrian Jacobite patri- 
archate from 1207 on." These flourishung, 
monasteries reflect the sitality of the Christian 
communities of the Middle Fast from the 
later vwelith through the thirteenth cen- 
tury, a vitality seen in the large number uf 
splendidiy illuminared hooks that surve în 
Greek (cat. no, 252), Armenian (Cât. no. 240), 
Coptic (cat. no, 251), Syria (cat, No. 253) 
and l.aun (cat, no, 259). 

The London lectionary and 1ts tan in the 
Vatican cast valuable light on artistic inter- 
changes among rehgious communities — not 
only among Christian communities but also 
between Muslim and Christian ones— in the 
period of the Crusades. The imagerv in the 
present lectionary is rooted in the Byzanuine 
traditon: folio 1s6 shows the Anastasis, the 
Byzantine feast icon for Faster, with the apoc- 
ryphal scene ot Christ vanquishing, death 


bv releasing; from hell into everiasting life 
those who beheved in him before his coming, 
exemplified by Adam, Eve, David, Solomon, 
and John the Baptist. Buc if the image is 
Ryzantine, the forms in which it is cast are 
far closer to those known from contemporary 
Syrian Islamic books like the znagamats in 
Paris (Bibhotheque Nationale, arabe 6094 
[1222-23], arabe ş847 [1237], and arabe 3920 
[iindared]). Io Hugo Buchthal! these forms — 
echoed alsa în a Coptic Gospel book in 
Paris (cat. no. 251) — did not belong; to Islam 
specifically; rather, he says, “it seems highly 
probable that as early as A.D. 1180 a syn- 
cretistic pictorial tradition emsted with the 
Arabs in Syria, Mediterranean in character, 
though Islamic 1n its outward appearance, 
ro which boch che ilustrator of the Copuc 
Gospels and the illuminators of our Islamic 
manuscripts were indebred”” This “illustra- 
tion byzantine traitee “ă la maniere arabe” 
(Byzantine illustration treated in the Arab 
style)* shows the adaptability of Byzantine 
imagery to local rastes and styles. 

A WC 


|. LET 1964, p. 313, 
2. Buchihal 140, p. 133. 
3, ]. Leto 1964, p. 399. 


LiTeRATURnE: Wrighr 1872, Ol. 3, p. 1204; 
Mingana 1933, val, 1, cols, niz7-28, na. ș90, Buchthal 


"% 


raza, pp. 8-a; Buchthal, “Hellemustic Miniatures, 
1940, pp. 125-33; Jerphaniun 1940, passim; Buchehal 
1342. pp. 13-33; Buchthal and Kurz 1542, pp. 13-14, 
na, 15; |. Lerar 1964, pp. zoz: 13; Hunt, “Christian” 
Muslim Relanons 8, pp. 131—35 passurn, anul 

Pp. 21-24. 


255. Pilgrim Medallion with Saint 
Symeon the Stylite the Younger with 
Angels and Konon and Martha (front) 
and Glorified Cross (back) 


Sprian, Ca. 1100 

Î sad 

DIAM, 4.7 cr (241) 

I3SCRIBED: În Greek, + Eulogiun [blessingz] ot 
Saint Symenn Tlaiumatourgos |Miracle- Worker] + 
Praise Crocd im his saints. He loves the rightepus. 


The Cleveland Museuni af Art, Cleveland, Ohio. 
Narman O. Stone and Ellen A. Stone Memorial 
Fund (7.52: 


An inseription în Greek ideaufies this medal- 
Lon as a “blessing; or pilgrim medalion, of 
Svmeon the Stylite the Younger (521-592), 
an ascetic who imutated the elder Symeon 
(ca. 389—459) in becoming, a stylite, that 15, 
taking up the extreme asceticism of living 
atop a column. Lhe elder Symeon 35 so 
popular that during his lifetime a great pil- 
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grimage site arose around his column at 
Qal“ar Sem'an, norheast of Antioch, Born 
in Antioch, the vounger Symeon first ascended 
a column at the age of seven and continued 
this way of life until he died mare than sIxty 
years later. At his mother's urging, disciples 
ot Symeon the Younger began an architectural 
complex around bus column, modeled after 
Qal'at Sem'an, at the Wondrous Mountain, 
northwest of Anrioch. This shrine drew an 
increasinglr diverse population ot pilgrims 
aiter the Arab concuest in 636—37. One man- 
uscript illuminatien dep:cts Muslim «esotees 
at the column, and the Crusaders later held 
Symeon in high repute. Byzantine reoccu- 
patien ot the region (9649-1084) ininated a 
new period of popularity, to whuch this token 
testifies. 

Symcon imagery (featuring both elder and 
vounger) had been extremely popular on 
tokens of various formats while the Antioch 
regian was part ot the Byzantine domain. 
Following Byzantine reoccupation, this 
irmagery was revitalized on seal and pilgrim 
rokens. The front of the present example 
bears a bust-lengrh depiction ot a mature, 
bearded Symeon holding a decorared Gospel 
book atop his column. The column itself 
is elaborately rendered: decorated on the 
shatt with crosses in reliet, it stanăs on a 
threc-stepped base and is surmounred by a 
Corinthian capital. Atop this capital is the 
enclosure in wluch Symeon lived hus late as 
a priest and hcaler. Symeon's saintliness is 
represented by his halo, by the tro angels 
(iclentified in Greek nscriptions as “Angels 
of God”) who flank um, and by the wo 
prayertul figures on either side ot the column. 
The latter figures are Konon, Symeon's dis- 
ciple. who had died from the plague and 
whom Symeon had raised from the dead, 
and Martha, Symeon's mother. Konan and 
Martha are turned slightly, making, interces- 
sory gestures linking the viewer to the saint. 
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Both rhe iconography and the accompany- 
ing inscription (quatations trom Psalm 1șI 
[1so]:z, 148 [145]:8) are common on Symeon 
the tounger's pilerim tokens. On the back îs 
a glorified cross, an emblem af Christ”s res- 
urrection, which is also a pendant composi- 
tion to the emblem of Symeon's stasis on the 
front. Lhuis medalion was probably meant to 
be worn as a personal icon or amulet. 

TT 


LITERATURE: A. Cirabar 195%; Latoataine-Dosogne 
1967; Verdier 1986, pp. 17if.; Vikan 1982, esp. pp. 30=31, 
34. 37, 40; Oikonorudes 198, esp. pi. 14, fig. aa; 
London, Byzartiu, 1904. [p. T87. 


286. Decorative ile 


Northern or cenrral Syrian, sth- 12th cenrur 
Ulass aud gold leat 
8.9 x 8.3 Cm (3% x gin) 


The Merropolitan Museum of Art, New York, AY, 
Rogers Fund, 194 146.174) 


Brilliant and lustrous, thus tale is made of 
dark purple glass overlaid with gold leat în 
a geometric design based on the cross. A 
thin layer of clear glass over the gold acidls 
an additional reflective surface. When simi- 
larly designed tiles were placed together, 
they formed a boldly shmmering yet subrly 
colorfui surtace.” The present nile belong 
to a group with corresponding gold-leaf 
designs over dark (purple, black, green, or 


amber) glass and with a clear and relatively 
thin surface layer ot glass. The design sorne- 
tumes varies but 15 ahyays cruciform and based 
on triangles, squares, and diamonds. A singic 
dealer seerns to have collected these uiies from 
several sites and suld them to museum col- 
lections in Syria, Europe, and North America. 
As a consequence, information about the tiles 
original contexts — whether they decorated 
architecture or furnishings or whether the 
dealer's attributian to a church is accurate — 
is not available. TT 


7. Philippe ţin Philippe 1â70, p. 54) illustrates an 
arrangemeat Gt five ules ot the same design în the 
Toledo Museum ot Art, 


LITERATURE: Smith 757, p. 2zi; Philippe 170, 
PF. s$4tt.: Paris, Îyzastce, 192. DI. 304. 


257, Fresco Fragments with Three 
Saints and an Archangel 


A. Three Saints 

Syria, TIO0—I200 

Paint en plaster 

52 %X 92 CM (24 X 3814 în.) 


B. Archangel 

STA, I100—1200 

Paint on plaster 

78 1 103 Cm (314 X po 4 in.) 


PFEOYERAHCE: Fram the Monastery Church ot 
Mar Yacub, tzara, Syria; now m the Mancnal 
Museum of Damascus. 


Directesrare General ct Ancigquties and biuseumis, 
Damascus, Seria 
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Only a generation ago these fresco fragments 
trom the decorated apse oi a small monastery 
church at “dara were discovered under a 
iaver af more recent plaster. Iigure types, 
attributes, registratton, and color scheme are 
Middle Byzantine in character. The color 
scheme — predominantly light tan figures 
vnth orange-red and black outlines and pas- 
tel green highlhghrs ser before a dark grayish 
background — is similar ta that found ar 
several contemporary and later churches in 
Byzantine C.appadocia. Kurr Weunzmann 
sees increasinig Byzantine influence in Syria 
ani Egypt trom 1he elevenrh through he 
hirieenrh century,! 'Lhrec lfesize haloed 
saunts, dressed in tunics and mantles, appear 
in the smaller fragment (4). The saints, per- 
haps apasttes or Church Farhers, stand în 
trontal positions, which allows them to engage 
the select viewers — che clergy —who stood 
before chis apse composition. Lhe saint in 
the center holds a scroll in one hand and 
raises the other in a gesture of blessing, Fe 
turns his head ro the right, as it to commu- 
nicate with the saint besule him. Lhus, the 
saints hold discoursc not only with earth 
ministers but also among themselves. The 
saințs to either side are poorly preserved, as 
are the now-illegible inscriprions in Carcek 
and Syriac that separate the figures, The 
saint at left, gray-haired and bearded, looks 
ta the Ictt, probably zoward a figure that no 
longer survrves, The saint on the nght raises 
his hand as it speaking to the saint at the 
center, În the second, larger Fragment (8), ihe 
archangel, possibly Michael, stands slighrly 
turned to the right, framed by spread wings. 
One arm holds a spirally fluced staft, the other 
15 ralsed în a gesture requesting silence and 
attention. (Of the figure to his right only 4 
small area of red-clad shoulder remains.) 
Considering, the size ot the figures in both 
fragments and such features as the uilted 
heads and directed glances, it seems likely 
that the lower portion of the apse program 
consisted of a single line of figures. 

These fragments belong to a small but 
important group of painted church decora- 
tions that attest to the flourishing byzan- 
tinizing arts of Christian communities in 
the center of Arab-ruled Syria. The town of 
Qara, fitiy miles north of Damascus on the 
road to Aleppo, apparently remained entirely 
Chnstian until the Mamluk sultan al-Zahir 
Baybars (1. 1260-77) concuered the area in 
1266. Qara lies southwest ot the Tur “Abdin 
region, which was the most populous center 
ot Synan Chnstian monasticism during the 
Middle Ages — the Mount Athos of the East.” 
Qara had is share af monasteries as well. A 
second set of wall paintings was tound on 





the north wall of one ot rwo churches at 
another monastery near Qara, in the region 
of the (QJalamun Mountains. These paint- 
ings, slightly later in date and modeled in a 
more linear fashion, also follow Byzantine 
vraditions in their selection ot subjects, which 
are identified by inscriptions in Greek and 
Syriac. Nearby, at Homs, a third set ot 
eccleșiastical wall paintings conforms to the 
same general style and choice ot subjects. 
TT 


L. YYzitzmann, in Dinkler ig70, pp. 325-490. 
2, |. Leroy 1963, p. 184. 


L.UTERATURE: ]. leroy 1063, Restle 1967, 
]. Leroy 1975, p. aş; Bell ro82. 


EXRIBITION: Washington, D.C, Art an 
Avchaeoiagy, 1985, NOS, 230, 237, 
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CRUSADER ARI 


JAROSLAV FOLDA 


n the multicultural environment of the eastern 
Mediterranean during, the twelfth and thirteenth cen- 
turies, the Byzantine Empire exered the greatest, 
though not the only, cultural and artistic mfluence 
on the Frankish Crusaders. As the major Christian political 
power in the region before the coming of the Crusaders in 
1096, Byzantium played an important role in shaping political 
and military aspirations in Syria-Palestine during the estab- 
lshment and maintenance of the various Crusader states, 
inciuding; the short-lived county of Edessa (1098-1144), the 
principality of Antioch (1098-1268), the Latin Kingdom of 
Jerusalem (1099-1291), and the county ot Inpol (1109-1289). 

Alexios I Komnenos (r. roSi-r118) had carefully managed 
passage of the various First Crusade armies through Constan- 
tinople between the summer oi 1096 and May 1097 en route 
to the Holy Land, extracting from most of their leaders an 
oath of homage, By this oath the Byzantines established cheir 
claim that any and all Crusader conquests as far as Jerusalem 
would revert to the empire.? Despite this arrangement de 
jure, the Crusaders retained their conquests de facto. 

Because Of these Byzantine territorial cla:ms in the Crusader 
states and because of the Byzantine religious presence in 
churches and monasteries throughout Syria-Palestine, the 
Byzantincs were, especially at first, a potential threat to Crasader 
holdings; later they became a formidable ally în the fight 
against the Muslimş. As a result, Byzantium as a religious and 
political force in 7he region grew in importance through the 
wwelfth century, as did Byzantine artistic influence on the 
Crusaders. 

The reconquest of the mam holy sites in Jerusalem, 
Bethlehem, and Nazareth by the First Crusade (1096-99) 
gave special status to the C.riusader presence in Syria-Palestine. 
As the tweltth century progressed, “the Latin Kingdom . . . 
was unique în its possession of the holest places un 
Christendom, in the number, therefore, ot 1ts visitors frora 
overseas; [and] in the repeated attempts which were made to 


A Kung in Byzantine Dress Perfornung Acts of Mercy. Detail of the back 
cover of Queen Melsende's Psalter (cat, no. 259 and ulus, on p. 391) 


involve all Christians in its affairs. It seems not too much to 
şay that the kingdom came to be regarded as the common 
responsibility of all Christians."? Tms should be construed as 
meaning not only Latin Christians but also, increasingly, 
Eastern Christians, especially the Byzantine Orthodox, along 
with others, such as the Syrians.* 

In the years immediately following 1099 very liutle Byzantine 
artistic influence can be seen in the Crusader states, save for 
certain types of coinage and metalwoark, especially notable in 
reliquaries of the 'Irue Cross derived from Byzantine models 
(see illus. on next page).5 It was, rather, in the period ot the 
second generation of settlers, after about 1130, that the 
Byzantine tradition began to play a major, if variable, role, 
This îs evident in the paintings and 1vory covers of Queen 
Melisende's Psalter (cat, no. 259), made in about 113$ but 
largely based on eleventh-century Byzantine sources, as well 
as în the column paintings in the Church of the Nativity in 
Bethlehem, executed for pilgrimm patrons from 1130 on." 

Clearly, however, the period of peak artistic interaction 
berween Constantinople and Jerusalem was the late 11608, 
during, the great alliance of Crusacers and Byzantines against the 
Fatimids in Egypt. Emperor Manuel | Komnenos (e. 1143-80) 
Joined with King Amalric 1 (1. 1163-74) and Raoul, the Latin 
bishop of Bethlehem, in sponsoring a compiete redecora- 
non ot the Church of the Nativity between 1167 and 169. 
The huge program oi mosaics and frescoes executed by 
Byzantines, Synans, and Crusaders stimulated numerous 
other works in the Komnenian style, including frescoes and 
manuscript illumination în Jerusalem (cat. nos. 258, 260). 

Nothing, came of the grand ailiance on the battlefield, how- 
ever, and in 1187 the Crusaders suftered a catastrophic defear 
at the Horns of Hattin, followed by Saladin's conquest of 
most of the Crusader states. The Third Crusade (1189-92), 
called in the wake of the loss of Jerusalem and led by Kings 
Richard 1 Lionhcarn of England and Philip II Augustus of 
France, reestablished the Latin Kingdom along the coast, 
retaking Saint-Jean-d'Acre (Acre) in 1191 as its dle facto capital, 

Just as Crusader fortunes began to wane in Syria-Palestine 
after 1187, newly arrived Franks from the West conquered 
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Byzantine lands, including, Cyprus in 1191, Constantinople 
itself in 1204, and Frankish Greece in 1204 and the years fol- 
loxing, with holdings in central and southern Greece, such as 
the kingdom of Thessalonike, the cduchy of Athens, and the 
principality of Achaia în the Peloponnesos.” Thus, after 1190 
Crusader attention was diverted from the Holy Land to else- 
where in the Near East, 

The failure of the Third Crusade ro recapture the holy 
places caused Pope Innocent III to call the Fourth Crusade in 
1198. The strategy ot the Fourth Crusade was to attack and 
conquer Egypt, the center ot Ayyubid pover, and then ta take 
the Holy Land, but the army was diverted to Constantinople 
to meet the request of Alexios IV Angelos for aid in gaining 
the throne of Byzantium. When Alexios was subsequently 
kulled by Alexios Y Doukas, the Crusaders attacked, captured, 
and sacked Constantinople on April 12, 1204, one ot the most 
infamous deeds in recorded history. It would be difhcult ro 
overestimate the long-term negative impact that this con- 
quest had on Byzantine relations mith the Crusaders and the 
Latin West. 

The amount of Byzantine artistic booty said to have been 
seized and sent back to Western Europe from Constantinople 
ani Frankish Greece as a result of the cunquest of Constan- 
tinople and the establishment of the Latin Empire in 1204 
was prodigious. Much evidence exists in the form of works 
still extant in the West (see cat. nos. 306, 332). Indeced, 
between 1204 and 1250 Constantinople and the Latin Empire 
almost completely eclipsed the importance of the Holy Land 





The Crusnfixion. Lid of a staurotheke (cat. no. 264 


as a source ot Byzantine or Byzantinc-influenced art, as com- 
pared with a steady flow ot Crusader art at or from the holy 
places during the twelfth century. Almost but not completely: 
although what minimal artistic production there was in Syria- 
Palestinc between 1204 and 1250 was centered on rebuilding 
the fortificd cities and castles during, this troubled period, 
there were a few exceptions. One is the Riccardiana Psalter, 
painted about 1235—37 in Acre or Jerusalem by an artist famil- 
iar with Sicilian mosaic decoration, which demonstrates strong, 
If indirect, knowledge of the Byzantine tradition.? Another 15 
a leaf on which an itinerant German artist made sketches from 
Byzantuine manuscript illunuination in Constantinople and 
from Crusader icons that he saw, presumably, in Acre or in 
the Monastery of Samt Cathenne, Mount Sinai, certainly 
after 1191, or even after 1204 (cat. no, 318), 

During, the Latin Empire in Constantinople from 1204 
until 1261, Byzantine art no doubt continued to be created — 
just as it was on Cyprus during, Lusignan rule — and Crusader 
work was produced as well, but few objects have as yet been 
securely located there.!'” Meanwhile, the holy places were still 
in Mushm hands. 

A new Crusade launched against Egypt, led by the papal 
legate, Cardinal Pelagius of Albano, în 1217-21, miscarned 
when Emperor Frederick II (r. 1215-50) failed to appear; he 
arrived in the Holy Land only in 1228 and negotiared a treary 
with the Ayyubid sultan al-Kamil in 1229 to recstablish 
Christian access to the holy sites. When Jerusalem Was 
definitively lost to che Khwarizmian Turks wm 1244, another 
Crusade was called (1248—;0), and again Egypt was artacked. 
Despire the leadership of Louis IX of France, this Crusade 
also failed; Louis was even taken prisoner and had to be ran- 
somed. Following, his hberatton, the king gailantiy came to 
Syria-Palestine and refocused attention on the Latin Kingdom. 
During his residency in Acre in 1250-54, he revitalized 
Crusader architecture — note the fortifications at Caesarea and 
Sidon —and painting —witness the Perugia Missal and rhe 
Arsenal Bible in Acte." An icon of Saint George (cat. no. 261), 
said ro be from Lydda in the 12505, is also a product of thus 
revitalization. Thus, for approximately ten years Crusader 
painting apparently flourished in both Acre and Constranunople 
under strong contemporary Byzantine influence. 

Wich the retaking of Constantinople by the Byzantines, 
led by Michael VIII Palaiologos (r. 1259-82) in 1261, and the 
ominous appearance of the Mamluk sultan al-Zahir Baybars 
as victor over the Mongols at the Battle ot “Ayn Jalut in 1260, 
the Crusaders were faced virh major threats to their existence 
in Syria and în Byzantium. After a devastating series of Crusader 
losses, including Nazareth (1263), Antioch (1268), Crac des 
Chevaliers (1271), and 'Lripoli (1289), Sultan al-Ashraf Khalil 
conqucred Acre (1291), and the Crusaders were thrown aut of 
Syria-Palestine. By 13co they had vithdrawn to Cyprus and 
southern Greece, where they vigorousty attempted to continue 
their relations vrirh Byzantrum and their confrontanon with 
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Silk binding with Jerusalem cross. Qucen 
Melisende's Psalter (cat. no. 259) 


the Muslum powers, extending their holdings to Rhodes with 
the successtul Hospitaller attacks on the island of 1306-10. 
The paradox îs that whercas the Crusader states in Syria- 
Palestine were shrinking continuouslv from the 12608 to 1291, 
their artistic output was simultaneousiy flourishing, It îs to 
ihis penod that the enigmatic Mellon Madonna seems to 
belong (cat. no. 262). Despite the impressive array of painr- 
ings attnbuted to Acre and Saint Catherine's Monastery on 
Mount Sinai during 7hese years, including works by artists 
from the Latin Kingdom, Cyprus, Italy, and even Paris,” 
many questions remain about the nature and role of Crusader 
art after 1261, in Syria-Palestine and elsewhere. har was the 
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Scenes from the Life of David. Front cover of Queen Melisende's Psalter (cat. no. 258) 


relationship berăeen Crusader art in the Latin Kingdom and 
Byzantine art in Constantinople on the one hand and on 
Cyprus on the other? When was there Crusader painting, as 
well as Crusader sculpture and archirecture on Cyprus? 
What Crusader art is there in the Latin Empire and Frankish 
Greece?!+ What role did the art of the Crusaders play in the 
development of Palaologan painting in Byzantium? Given 
the very fragmentary survival of Crusader art during the inter- 
vening centuries in territories fought over repeatedly, and the 
important, continuous, and complex interaction berween 
Byzantine and Crusader art from 1099 to 1291, the full answers 
to these questions are only slowly emerging. 
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258. Fresco Fragament of an Angel 
with Christ 


Crusader il.atin Kingdom at Jerusalern, Gethsemane), 


ŢI. II7ZU 
Fresco 
ză x Să crin [Lu % 325 in] 


ConaLiTrroN: The plaster is damaged and abraded, 


FROVENANCE: Church at the Savior in 
izerhsemanc. 


Museum ot the Srudiunn Fiblicum Franciscan um, 
Corent oi the Flagellation, Jerusalem, Israel 


The face of a finely painted angel appears as 
the major extant tragment of a figural tresco 
composition on a blue ground. Io the righr 
15 the crossed nimbus of Jesus, from which 
severa] curved rays extend. Three fingers of 
the angel's hand — perhaps part of a repre- 
sentarion ot the angel holding the mandorla 
ot Christ can be seen, 

The fragment appears to be from a depic- 
ron af Christ in Majesty, flanked by angels. It 
was passibly located on the triumplhal arch in 
front of the apse. The original Byzanune church 
on the site, from the penuxl of | heodasios | 
(1. 370—95), was destroved at the time at the 
Persian invasion în 614. This fresco appears to 
have belonged ta a later church, buult an the 
twelih century by the Crusaders. 

The Crusader church was described by 
John of Wiirzburg, a pilgrim în Jerusalem, 
about 1170: “The place where the Lord prayed 
is surrounded by a new church, called the 
Church of he Savior. Our of its floor rise 
three uncur stones like small rocks, on which 
It 15 said that the Lori prayed.”? The frag- 
ment was found in 1920, 10 Cca ati Ons 
conducted by Gaudenzio Ortali prior to the 
construction of a new Francascan church 1n 
Gethsemane. 

Scplstically the îresca displays strong 
Byzanrine influence. ]t appears to have been 
OLE 
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done by a Crusader artist in the wake of che 
major decoration program of the Church of 
the Nariviry in Bethlehem in 1167-68, along 
with other fresco work in Jerusalem, such as 
the Damascus Gate Chapel. The program of 
fresco painting at the Hospitaller Church ar 
Abu Ghosh, est af Jerusalem, appears to date 
from the early 1705, just a few years later.* 
TE 


1. Bagatii 193ă, p. 153. 
2. John ct Wirzburg 1988, p. 253, 
3. Fulda, Art, ra, pp. şâ2—a90. 


Lars karune: Ortali 1924, p. 13; Vincent and Abel 
Iş26, VOL. 2, fasc. 4, p 1007, Pl. LXXXVIII, 2; Pagarii 
1938, pp. 153 50; Bagatii 1030, pp. 38-30; Puccirillo 1983, 
p. 44, Fola, Art, pus, pp. 379 42. 


239. Queen Melisende's Psalter 


Crusadler | Laun Kinedom ot Jerusalem, Scripreruim 


ct the Hol Sepulchre), ca. 1134 

lempera and gold an "ella; 218 fols. 

21.5 % 14 GM (8 x sin.) 

COR NITIAN: The vor and silk treasure bindirig has 
heen separated traim the velluni leaves al the codex. 
PEOYENANCE: Lrerc Ponz Dauban, raelih or 
thurteenth centure: Grande Chanrcusc at Grenoble; 
Dir. i cunmarmont, Lions, abenut 1840; purchase bre 
Protessar ta, Libri tor the dealers Payne and Foss, 
Lemdon boaksellers; boughr by rhe Eritish Museum 
from Payne and Foss on Numember 12, 1845. 


The British Librarie, Department of Manuscriprs, 
Iondan, Englarnul (FE.gertan bis. r13ş) 


The scenc ot the Anastasis 15 part ot the 
Byzantine uycle of feast days known as the 
dodekaovton. Chnst descends ro and rramples 
on the gates of hell while he liberates the Old 
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Testament *orthies and the ancient nghtcous. 
Adam and Eve are at the left, and Dand and 
Solomon and John che Baptist, the las of the 
prophets, are at the nghr. The event is recount- 
ed in the Apocryphal Gospel of Nicoxdemus: 


Again the voice sounded: Lift up the gates. 
When Hades heard rhe voice the second 
time, he. , . sad: “Who is this King of 
glory?” The angels of the Lord said: “The 
Lord strong and might, the Lord mighty 
in battle” [Ps. 23:8 (24:8)]. And immedi- 
ately at this answer the gates of brass were 
broken im preces and the bars oi iron were 
crushed and all the dead who were bound 
were looseid from rhar chains, and we 
with them. And the King ot glory entered 
in Hke a man, and all the dark places of 
Hades were illumined. (Y [>x1]) 


The Kung ot glory strerched out his right 
hand, and took hold of our forefather 
Adam and raiscd lum up. Then he turned 
also te the rest and said: Come anth me, 
all you who have suftered death. . .. 1] 
raise you all up again through zhe tree of 
the cross. (VIII |XXIV]) 


The scene of the Women at the Tomb is 
sometimes added, as it îs here, ro the cycle 
Of teast days. The image 1s taken trom the 


Guspel of Mark (16:1-8): 


When the sabbath was over, Mary 
Magdalene, and Mary the mother of 
James, and Salome bought spices, so 
that they might go and anoint him, And 
very carly on the first day of rhe weck, 
when the sun had risen, they went to the 
tomb, . , . As they entered rhe romb, they 
saw a young, man, dressed in a white robe, 
sitting en the right side; and they were 
alarmed. But he saud to them, “Do not be 
alarmed; you are looking tor Jesus of 
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259. The Anastasis, fol. gr 


Nazareth, who was cruciled, He has been 
raised; he is not here. Look, there îs the 
place rhev laid him” 


Barul, a Byzanant-trained painter uf Western 
or Crusader origin, made the rwenty-four 
pretatorv miniatures. He must have had access 
to eleventh-century Constantinopolitan picto- 
rial models, which he followed quite closely. 
Hugo Buchtha! compares the Anastasis minia- 
ture, for example, with an image in the Parma 
Giospels.* In addinon to Pyzanrine sources far 
both program and iconography, the miruatures 
display conspicuous Crusader elements. The 
inclusion of a prefatory ser of New Testament 
rminiatures in a psalter, tor example, 15 a 
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Western invention ot the eleventh century. 
Iconographuc details further indicate Crusader 
influence, Although the Anasrasis is depicted in 
the canonical Middle Byzantine configuration, 
the addition of flanking bust-lengrii angels 
holding standards 1s rare in Byzannne art and 
appears to reflect the apse mosaic in the Church 
of the Holy Sepulchre, Jerusalem. (moxlitiecd 
vath the Tati letters $$5 for “Sanctus, Sanctus, 
Sanctus”), still part of the rotunda in 1135. The 
image thus evokes for the reader the /oca sacra 
conographi o the Holy Sepulchre. 

The scene ot the Women at rhe Tomb (see 
ius. on p. 279) depicts the three vromen 
described n the Gospel at Mark, rhe standard 
choice in the Latin YYVesc, rarher than the to 


in Matthew, the preferred choice în Byzantium 
up to the rhirrecnth century. he Byzantine 
source is, however, reflected in the tomb slab 
on wluch the angel sits and by the inclusion 
of the sleeping soldiers, mentioned in Matthew 
but not in Mark, The Crusader element is thus 
indicated by the painng of images. 

Given the iconographic fusion of East and 
West, it 15 not surprising to find that stylisti- 
cally as well, Basil combines ls Romanesque 
training with atțentive study of Byzantine 
figure style. Byzantine models, for example, 
are caretully followed in composition, color, 
tao-dimensionality, formulaic drapery, and 
Ornament. 

Like the painted decorarion inside the 
psalrer, the imagery on the covers bleruls East 
and West: the Byzantine and Western iconop- 
raphy of the David Cycle joins with the Wesr- 
ern iconography of the Psychomachia and 
the Works of Mercy, all of whuch have Latin 
inscriptions. The style of the carving evokes 
Byzantine, Yestern (especially English), and 
possibly Hiuslim sources.* Programmancally 
the front cover represents the life ot King 
Dyawid, the ancestor of Christian rulers in the 
Holy Land, in the context af the Virtues and 
Vices, The back cover depicts a Christian king 
in Byzantine regala — a likely reference to 
King, Fulk (r. 1131-43), the parron af this 
codex — carrying out he Corporal Works ot 
Mercy, recounted in Marhew 25:35—36. The 
mo covers are joined by the embroudered salk 
on the spine, virl its explicic symbeolism of the 
equal-armed cross as evocative of Crusader 
Jerusalem (see illus. on pp. 388 and 391). 

The patronage and date of this codex have 
been wgorously debated. Although her name 
does not appear in the manuscnpt, all evudence 
points to Qucen Melisende of Jerusalem 
(i. 1131-61) a5 the recipient of thus prayer book. 
The reterences to members of her family in the 
calendar, the case enchngs of the Latin prayers, 
and the remarkable synthesis of Byzantine, 
Crusader, and Western characteristics in the 
program. ol decoration — together with specihc 
hustorical circumstances in the Latin Kingdom — 
appear to inchcare that King Fulk, Melisende's 
husbarul, commissloned the manuscript a5 a 
gitt far her in late 1134 0r11 35. 

1 he psalter, including the binding, 1s the 
work ot at least six artists and one scribe — 
the lacter a Frenchman," JF 


[. Hennecke and Schneemelcher oi, val. 
PP. 47475. 

2. Buchthal 157. p. 4. 

3. Fokda, 177, 1995, p. 144. See also Buchehal 1947, 
Pp. 4, 23, and Borg 1981, pp. 7-12. 

+. Kuehnel 1994, pp. 1284-24. 

ș. Folda, At, 19gs, pp. 137—s. The program ot the 
treasure binchirg 15 alsca relrearit a this Iterpretatian. 
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&. Four artists tor the illustrations of the manu 
scripr— Basil [24 pretatory miniatures, fols. 
1—12%); three Western panners: French?) 

(12 zodhac incdallionas tor che calendar, fals. 
Lz+-1gr); 4ourh Irahan (8 incipir pages!; and 
Iralanţ +; jo headpieces) —onet >) arcisr tar the 
Ier COer, aud one artisz tar the silk spine. 


LITERATURE: Buchuelial 1s7, pp ia, 3-38, 
122-258, 139—q0, kuehnel 1994, pp. 53. 63, aq, 66, mi, 
124. 166, 167; Lemden, “Psalter” rgpq, p. 16+; Folda, 
AF, 1995. Pp. 1737-59. 


EXHIBITION: Toulon, Byzaatinze, 1994, N. 180, 


260. The Four Gospels 


Crusader (Larin Kingdom of Jerusalem, Scriptorium 


of the Hal Sepulchre), ca. 16os 
Ternpera and gold an vellum; 127 fols, 
22 4 13 CI [8 x bl 11.) 


CaxBITION: There arc a few losscs in the border, 
some flaking of the paint on the draperies, and some 
damage to the round. The face ot Mark 15 also 
darnaged, 


PROovENANCE: Bears coat ot arms ot the Barberini 
Farmulp, 

Biblioteca Apostolia Yaticana, Waticarn (_ity 

(Yar. lat. his, 3974) 


The image of the Four Evangelists was the 
frontispiece to this Gospel book, although a 
preface precedes it and chree full lines and 
one partial line of text appear abave it on 
the same folio. The evangelists stand hold- 
ing their Cospel books while smading, to the 
right, Matthew and John appear above, Luke 
and Mark below. The border is based on 
Byzantine design and was executed afrer the 
text was Written. 

Iconographicalhe the evangelists can be 
idenrificd by comparison swirh rhe individual 
portraits at the start of their Gospel texts: 
Matthew on folio 10, Mark on foho zir, Luke 
on folio 62, and John on folio ga. However, 
the sequence in which they appear in the fron- 
tispiece — as veil as their grouping by posture, 
representation ot their books, and dominant 
drapery cotlor— does not present any obylous 
paralleis with the four Gospel texts. Rather, 
the nuniăture seems to have been modeled 
afrer an image on the opening page of an 
eleventh-century Greek Gospel book in the 
Vatican (Vat. gr. 756), in which the Four 
Evangelists face an image ot Christ on the 
opposite page and ofter their Gospel books 
to him. "The figures in the earlier work are 
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260, The Four Evangelists, fol, av 


dentified by inscnpttons and correspond 
exactly 1n iconography and pose to those in 
the present work, although the inscriptions 
are omitted and the palette 1s mare lively 
here. Furthermore, the style in the Crusader 
example, wlule strongly Byzantine-inspired, 
is more formulaic, as may be seen in such 


passages as the teardrop shape of the drapery 
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over the knec descending from sharply 
defined Y folds. 


The Four Evangelzsts introduce us directiy 
to the canon tables, which tallow on folos 
4r-8r, and to the bodv of the Gospel book; 
their seriding; ro the nght may sisually encour- 
age us to read on. 

Jr 


L. Buchthal 1957, p. 26. There îs ne urudicatiom that an 
image ot Christ facing this frontispiece pas ever 
planneii for Yar. lar. sa7g. 


LITERATURE: Buchihal 19ș7. pp. 26-33; Fokda, 
AF, LII. PP. 33747, 


ExHIBITIOHN: Lolognc rgyz2, no. 2. 


261, Icon with Saint George and the 
Young, Boy of Mytilene 

Crusader (Idea?) midl-rgth centure 

Tempera and gold lea on gisso and women textile 


[nenz) oroare sorccul support 
2â.R x 18.5 cm (10! x 24 In.) 


ComDlTrlon: The raised gesse border 15 severely 
damaged, and the gesse background dnscolored; 
there are losses to the horse and ro Saint Ocorgr. 
VEOYEXANCE: From an English colecrian; sold 
as a runctecruh- centuri Hussiari ec ac (Christic, 
March 31, 1978, lor 106: purchased by che British 
Museum Ii 1984. 


The Trustees ot rlhue British Xluseun, Lander, 
Englarut (sa and La pt, 6-a) 


The yourhtul, beardless Saint George îs 
shown seated on his horse, his arm around 
a voung boy who sits behind him. His red 
cloak billows out behind him as it does in 
contemporary wall pauntinps.! His dark shield 
15 visible ta the right in the manner of a 
Crusader icon.” and he wears a diadem ot 
gold with pearls and rubies anl a long, bhie 
tunic umder his cuirass, as Crusader military 
saints did.* His halo, the background of the 
icon, and the frame are decorated with a 
raised-gesso pattern — flariated vines with 
studs, originally silvered. Such raised-gesso 
work was a popular feature ot thurteenth- 
century Crusader painting; in Acre, Sinai, and 
Tripoli and is also found in Byzantine and 
Crusader work on Cyprus.* The lance origi- 
nallș bore a Greek inscnption with rhe name 
ol Saint George, now mostly flaked ofi. 
Stylsticalh the icon mar be compared wath 
the work ot che Crusader Arsenal Biblie Master 
In terms of overall design, iigural poses, threc- 
dimensional modeling, and coloration. The 
pose ot the îgure closely parallels that ot the 
Saint Lseorge on the Freiburg Leaf (cat. no. 31%). 
The theme of Christian deliverance from 
the Muslims was an important one to the 
Crusaders, and the cult of Saint George was 
popular in the Crusader East. In rus «pisode, 
found in both tresco and icon painting," Saint 


George rescues a boy from Mytilene who had 
been held captive by Saracens on Crete.' The 
main cult site for Saint tseorge in the Latin 
kungdom was at Lydda, and the icon mar have 
been painted there in the nud-thuirteenth centu- 
i, though other sites cannot be rulcă out. 


IF 


1, See, for example, the «hurchea ar Bahedeitar in 
Lebaron anul Lara in Syria; Saer 1987, p. 21, 
pl. 26; ]. Lara 1975, pp. 97—99, 107, 

2. Senrzmauui, “Icon Painting res, pp. 71-72, Îlg. 49. 

3. Ibid., pp. 79-80; Cormack sees th: cuirasă as 
tancttul (ic... not purely Byzantine) armor, and 
the leng tunic as not necessarily Crusader, See 
Cormack and Mhhalanas 1984, p. rzz n, 1. 

4. Forkda paz, pp. 1og-17; Slouriki 19ă5-86, 
PP. 20-46. 





ş.. For comparahle examples bi the Arsenal Bible 
Master, see Buchthal raşr, pls. sa. 73, arul &o, 

6. See, for example, the icon Fram Sinai (Folda 1092, 
p. 129) and the trescocs trom Crac des Chevaliers 
aril War Miusa al-Habashi (Fola cr al. y82, 
pp. 18495, aul Dock 1ggz, pp. 85-87), 

- The episade 15 taken from che postura 
miracles of Saint Georpe; set Mivarula $, Crenwgii 
Teri and, few rranslatiani, Festupiere ţg7l, 

[rp. 33-15. 


în | 


LITERATURE: Cormack and Milalarias 198. 
pp. 132-ar; Mouniki r98s-8a, pp. 112; Folda 1992, 
p. 133; Limdan, Bizantinii, 1094, PP. 17-77. 


ExXHLBITIONS: London, Fri Byznntiii, LOB7, 
De, 9; Letea, BYZARtIHzR. I9Ud DU. II. 
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262, Madonna and Child on a Curved 
Throne 


t_nusader | I_prus:), ca, 1280 

Tempera and gold lcat an xaven fabric (lnen:) over 
Li deal 

RL.3 %X 49 Ci (32% % LOW UN.) 


CONDITION: The joined panel has been cut down 
shghtly at top and bottorn; the frame is modern; 
both the gold grounsi and the realung aberve the 
EHTOrIE are TESLOCALIOrIs Carrieci corit ui LO28-— 28 by the 
dealer Duveen; the faces, garments, and golden lugh- 
lights were also repainted at that time; the original 
paint was mixed rather than laud on in lapers as "as 
corrman vith Bzantine ICC IS. 


PEOYENANCE: Erroncousiy reported ta have 
come trom Calahorra, Spain, said to hac been sold 
un the Madrid art market betore 1921; collection af 
Carl W. Harmulton, New York; acguured bn Duveen, 
New York; sold to Andrew . Mellon, 1937. 
National Gallery of Arc, Washington, D.C., 
Andrea YY, Mcilun Collection (igaz.a.1) 


This is a version of the Hodegetria, one of 
the most revered images from the Misldle 
Byzantine period. The Virgin wears a volu- 
minous cherry-red zraphorton and a bright 
blue tunic. Seated on a circular wooden 
throne, she is positioned on the central axis 
of the panel, though her body rurns in Two 
difterent directions along that axi:s, creating 
a distinct torsion. Ihe upper torso is turned 
shghtly to the right, the legs shifted to the 
left, The Christ Child 1s cradled in the Virgin's 
left arm as she gestures toward him and gent- 
iy touches his knee. Io bust-length angels 
in Byzantine court costume appear in medal- 
lions above as impenai bodyguards, 

Stylistically the Yirgin and Chiid clearly 
emulates Consrantinapolitan work of the 
muid-thirteenth century as seen n the Deesis 
mosaic from Hagia Sophia and in the Kahn 
Madonna, now also in the National Gallery 
ot Art, Washington, D.C.' The technique, 
however, strongly sugyests that the artist was 
not Byzantuine — and was someone other than 
the painter ot the Kahn Madonna — but may 
have been an Italian warking in the East, 
someone who sought to imitate Byzantine 
work without having, had explicit training 
trom a Byzantine icon painter.* Furthermore, 
the iconography, coloration, and size of the 
panel indicate a patron who was Frankish 
and a devotional function that was Latin, 
not Orthodox. 

In seeking; a Levantine origin for the present 
work, we must assume a location strongiy ried 
not only to Byzantine — indeed, Constantin- 
opolitan — sources but also to an active 
Frankish artistic center, with Italo-Byzantine 
painters who were producing icons and panel 
paintings berwecn 126: and 1291. Such centers 
existed in Frankish Greece, the art of which 
has been relatively little srudied, as wrell as in 


the Crușader states (especially in Acre and at 
the Monastery of Saint Catherine on Mount 
Sinai) and on Lusignan Cyprus, all of which 
have been the subject of intensive study.* Ot 
these possibilities, Cyprus is current the tead- 
ing — but by no means the oniy — candidate 
because of its strong tes to Byzantiurii, It$ 
shared coloration and iconography, and its 
probable patronage.! 

The extensive restoration of tus Madonna 
and Child makes analysis difficult, but it 15 
nonetheless significant that other striking 
Frankish comrnissions on Cyprus are compa- 
rable to this one, which dates to about 1290. 
There are, for example, rwa famous Crusader 
panel paintings — the Virgin and Child with 
Carmelites (in the Byzantine Muscum of the 
Makarios III-Foundation, Nicosia) and rhe 
Saint Nicholas with a knight and his wnfe and 
daughter, members at the Ravendel family 
(cat, no. 263). Although no donor is depicted 
in the present work, several elements suggest 
a devotional use as part of a diptych for a 
Fcankish patron associated with Cyprus: its 
iconography, in particular the Western ges- 
ture of Christ blessing, its coloration, simt- 
lar to that of the Saint Nicholas icon and the 
frescoes at Moutoullas; its red backgrounds 
for the angels; and its compostion and size.” 
The extraordinary throne continues to elude 
full explanation but may be related to patron- 
ape. Further light may eventually be shed on 
this panel (and on the Kahn Madonna) by the 
continuing study ot its possible impact on the 
work ot later artists ranging from the paint- 
ings oi Duccio in 1285 to icons dating into the 
sixteenth century, JE 


2, For the relarionship warh rhe Hapga Sophia mosa- 
ic, see Demus, “Manenikonen,” 1058, pp. 87—19q. 
Far discussion of the Kahn Madonna as rhe work 
at a Byzantine artist in Consrantinople în the period 
1250-75, see Folda, “Madonnas. 1895, pp. 501-109. 

2. Beling 982, pp. 12—13, 17; Hoenigswald 1982, 
pp. 27-28. 

3. Fat discussion of the Levartirie |exalzarieni af the 
Mellon Madonna, see Folda, “Madonnas” re, 
pp. s04-$. 

4. Wallace and Buase 1977, pp. 208-235, aq. 

3. No comparable hansis have as yet been idenrificd 
in che Latin Fingilom ot Jerusalem in this penod. 
The case for Frankash fareece in the vears afrer 1261 
has vct to be explored. 

8. Mouriku î985-86, pp. 38-48, Papagcorgiou 1yui, 
pp. 1-52; far discussian st rheir Crusader charac- 
teristics, see Folda, Art, 1995, pp. 216-22, 

+ Falda, “Madonias, Lag$, pp. 0-6. 


“a 


LITERATURE: Berenson 1921, pp. 284-304; 
Brrensun 1936 pp. 1-13; Demus, “Marienikonen? 
1958, pp. 87-10; Shapley 1079, pp. 9â-9y, Being 
1982, pp. 7-22; Hoerugswald 1932, pp. 25-31; 
Folda, “Madonnas: 1995, pp. se1—16. 


263. Icon with Saint Nicholas and 
Scenes from His Lite 


CAzrpriat, 13th centune 

Tempcra and gold and silver lcat on wood primed 
with parchment and gessa 

203 X 148 CI (7074 X 6214 In,) 


CoNDITIOM: [here are losses throughout che 
panel; restared în; Fotis Zacharicu, 


PROYENANCE: Monastery oi Sunt Nicholas tes 
Stepges, Kakopetria, (Cprus, 


Byzantine Museum cf the Makarios III Foundanon, 
Nicosia, i-prus 


Among the icons ot thirteenth-century Cyprus, 
one of the largest and most siunificant is this 
image of Saint Nicholas with scenes from his 
life trom the Monastery ot Saint Nicholas 
tes Steges (Saint Nicholas of che Roof), 
ncar Kakoperra, which combines Byzantine 
and Western elements In a manner that reflects 
the distinct visual culture of Cyprus in the 
Crusader era." Whule in his portrait and cos- 
tume the saint conforms to Bizantine depic- 
tions, both the scale and the shape of the icon 
as well as the disposition of the scenes on to 
sides separate it from other Byzantine and 
some South Italian vita icons, such as the Bari 
Saint Nicholas (cat. no. 320), in which the 
scenes surround the central image on four 
sides,? The arrangement here is common în 
central Italy, where the crilobed arch aver the 
saint's head also occurs.* An image from the 
Church of Saint Kassianos in Nicosia that 
shows the Enthroned Madonna and Child 
with scenes of the Miracles of the Virgin on 
the nght and left sides appears to have been 
commissioned far a Latin church.* Never- 
thelcss, and despite the presence of kneeling 
donots in Western costume, both Annemarie 
Weyl Carr and Doula Mouriki have argued 
convincingiy that the Saint Nicholas icon was 
from the beginning intended as a gift for the 
Greek Church ot Saint Nicholas. Carr and 
Mournilu have attributed rhe Kassianos and 
Saint Nicholas panels to a single Cyprior 
workshop whose production is characrerized 
by a consistent use of the same gilded relief 
ornament.* They describe the style of this 
workshop and orhers on Cyprus as a maniera 
cypria, which perpetuated aspects of mwelfth- 
century Byzantine style into the thirteenth 
century, combining, îi with features of 
Western iconography as well as with distinc- 
nvely Cypniot elements, including the gilded- 
gesso relief decoration of halos, 


Re 


1. Sophocleous 1994, p. 89; Papagrorgiou 1970, p. 35. 
2. N, Sewcenko 1992, pp. 56-69; N. Sevienka 1983, 
3. [ăarrisat 1349, pp, 130-$%, 87, 110. 207. 


CRUSADER ART 397 


263 


4. Moariki 1085-46, pp. 42-47: Cart arul blorrecco 
1391, p. 08. 

$. Mouriki 1985-86, pp. 40—41, 47; Larr and 
MOrroccO 10991, p. 106, 

6. Mouriki 1935-86, pp. 32-45; Carr and Morrocuu 
IŞEI. Pp. gă-re. 


LITERATURE: Garrison 1949, p. 151, 0. 397; 
Dipageorgiou T970, p. 33; N. Sevienko 1983, pp. 37—38, 
pls. 14.29.16; Mounki 1985-55, pp. 42-47, fig. 48; 
Carr and Morrocca 1991, Pp. 99-10, pl. 20, fas. 30, 
44, N. Sevienke 1992, p. 67, Hg. 3; Sophocleous 
1994. pi. 28, îug, 26. 


EXHIBITION: Athens 1976, no. 16. 





264. Stauratheke 


Crusader (Latin Kingilom ot Jerusaleri), mid- 

1zih century feross!; Italo-Byzantine | Siculy), 

second halt ot rack cenmury (contaner! 

Sulcer puli 

15.9 X 9.2 CM (644% gif in.) 

INSCRIRED: COurside rii of the box, in Latin, at 
the top, + toc EST Li6Rem (This is the wood); on the 
righi, sce caucis (ot the Holy Cross) [Ina va)[:] Arc 
PEPEDIT (Christ hung); at the bottom, [quam?] 
1ERUSALEM (Jerusalem); on the letr, + comsranrI us 
EI HELENA DEIYLERYAT (Constantine and Helena car- 
ried aveav). Inside rum ot the box, on the left, in Latin, 
ses aoesrănria us Saint Constantine), un făreek, KU 
TANTIN (Saint Constantine), an the righr, in Latin, 
CA HELEXA (Saint Helena), ni Greek, H ATIA EAENI 
(Saar Helenay. Lid, at the tap, ISTAYPOSIS (The 
[Holy] Cross), on the fiat, in Greek, IC XC (Jesus 
Christ); flanking Christ head, in Latin, 1245 xrs (Jesus 
Chnst). 


LONDITION: The hd, bax, and crass are slightly 
damaged, stone inlavs fer three ot the tour quatre- 
tous are mussinig, 


Musce du Louvre, De partement des tlţers d'Art, 
Paris, Fratice (OA 3663) 
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The rehquary ensemble 15 in three parts. The 
şilver-gilt box container 15 decorated with an 
lentifying inscription on the sliding lid; 
images of Constantine and Helena and busts 
ok two angels, with inscriptions, inside (see 
tus, on p. 301); and an image of the Cruc- 
fiion on the lic. Inside 1s a double-armed 
cross with two relics ot the Holy Cross. The 
ensemble 15 modeled on a Byzantine stau- 
rotheke,! but the cross containing the two 
relics was made in Jerusalem n the nuddle of 
the vaelfth century? and the box for the cross 
appears to have been made shortly thereafter, 
perhaps m Italy. * 

"The decoration on the front of the cross 
has ro small slit crosses wrth beaded borders 
tor the relics; repouss€ and stamped medal- 
Lions bearing symbols of the Four Evangelists; 
medalhons ot Heurs-de-his; tour quatretoils to 
hold stone fragments from the Holy Sepulchre; 
and an image of the Holy Sepulchre within an 
arch with a cross on top and a prayer lamp 
hanging above it. A closely comparable 
repertoire style and execution of decoration 
are found on reliquary crosses associated 
vth che same Jerusalem workshop (see, tor 
example, one currently in the Treasury of 
the Cathedral of Santiago de Compostela) 
and on another fragmentary portable altar, 
now in the Cathedral of Agrigento.* 

The back ot che cross 1s decorated with a 
handsome vine-scroll floriated motif; one 
medallion, at the crossinp; of the lower cross- 
arm, shows the Agnus Dei, 





The repouss€ work on the box container 
is done in a slightl different style and tech- 
nique, with more patterning, in negative, 
punched dors rather than in raised beading, 
The stele and technique ot the lid are also 
slightly difterent from those ot the other two 
elements, with figures more srrongly modeled 
andl elongared and draperies patterned and 
outlined with raised and serratec work, 

IF 


I. Riickert 1gs7, pp. 20-25. 

2. Meurer 1975, p. 13; Meurer 19, p. 70; Folia, Art, 
1995. Pp. 29294. 

3. Froluw 1965, p. 127. The Agrigento portable altar 
15 an important Înalta link to these Jerusalem 
CrOss5, as discusseil in Meurer 1976, p. 15: Meurer 
[455,2 68. and Folda, Art, Toos, pi, 231, 

4. Wieurer 1gă5, p, 71, figs. o, ro, ară Xloraleju 1gg3, 
PP. 351-462, n. 7O. 


LITERATURE: Wlirijucr de Yasselor 1g1q, n. 2, 
pl. var; Frolow, Retigne. 1961, p. 478, no. 648, Frolow 
Ig63, pp. 108, T27, fig. 35; Meuret 1976, p, 13, Wleurer 
pă, pp. 70, 73; Falda, Art, Tags. PR. 293-904. 


265, Bezant Bianc of Hugh I of 
Cyprus 


Crusader (unccrtairi mint), 1205-14 


Rac gold 


(merse 
DIAM. 26 TUT (1 U1.); 3.51 gr 





263. Obvwerse 





264. Reverse 


INSCRIBED: În field, lefe and righr, IC-XC (Jesus 
Chrisc) 


Chrisc nimbate, seated on a backless throne, raises hus 
right hand in benediction and hokis a izospel book 
un his left. The hale mwiţhin a double border of dots. 


Reverse 

DBIAM, 295 TI (Ii; 3-70 gr 

INSCRIBED! Arourui, CYPEI*HYCO* REX (Hugh, 
targ ot pus! 

Hugh standing facing, weaning a stemma, divetetiea, 
and chlamis; he holds în hus nghe hand a long patri- 
archal cross and ini his left a gtotas cruciger. Lhe 
«hole verb a double border ot dots. 

The American ÎN urismatie Society, New York, ÎN. 
| Oberse: CO0.009. 32117; COVELSE: LQ$2.30.28) 


The standard corn of thurteenth-cennury Cyprus 
was the basc, or “whute gold,” bezanr, which, as 
its name sugpests, was entirely Byzantine in 
inspiration, The figure of Chnst enthroned îs 
taken directly from such. Byzanune protowpes 
a5 the coin of Alexios [ Komnenas (car, no. 
147K), and Hugh's garb, again entirely bor- 
rowed, proclaims through 1ts giobus cruciger 
hus soverergnty over the world. By the time 
this coin was struck the claims ot both Hugh 
anl the “Byzantine” emperor were equally 
empty. WE NM 


266, Silver Trachy of Theodore I 
Laskaris 


Erzantinc (hiagncsia), 1208-22 
Silver 


Cimerie 
DILAM, 30 ME (Lin an.j;, 3.19 gar 


INSCRIBED: În upper fucld, 1C-XC [Jesus Christ) 


Christ, bearded and nimbate, wearing a tunic and 
calotiur, seated on a throne with a back: he holds a 


Crospel book in both hands. Double border af dors. 


Revere 
DTAM, 27 WI (Te UI), 3-22 gr 


ÎNSCRIBED: Arcund, BEOAGIPOCAECIIOT 0, 
DEOAUPUC (Lord Theodore Baint Theodore) 


Full-length figure of Emperor Theodore 1 on the 

left and Saint Theoilare an the right, holding 
herween them a long shatt at the heard of hac îs a 
stat. Thecudore | vears a stema, Aivertesiat, forat, 

arud sagien anul holds in his right hand a sheathed 
sword, point dovmward; Saint Theodore wears a 
short malitart turuc, breastplate, and sagire and holds 
in his letc hand a sheathed sword, pour dormpard, 
Double border ot dors. 


The American Numusmatie Society, New YOrE, NY. 
(Oberse: 1044.100.18220: [CVerse: 1047.3.00) 


Borh the dare and rhe mint ot the coinage 
ot Theodore ] are conjectural, his coinage 
probably does not precede his ecclesiastical 
coronation in 1208, and Magnesia, later the 
site ol the treasury ot Iheodore II, 15 only 
the most likely among many mint sites. 





266. Rueversce 


Given the flighr from the capital in 1204 
and the chaos that prevailed in Asia during 
this period, it 1s perhaps remarkable that 
Theodore coined at all. When he did so, 
however, it was solhdly in the Byzantine tra- 
ditian, and in fact the coinage of the rulers 
of Nicaea and Ihessalonike is physical 
indistinguishable from Byzantine coinage 
before the loss of the capital and after its 
rECOYETY, AEM 


267. Plate with the Ascension of 
Alexander the Great 


Crusader (Constantinople), ca. 1298-16 

Siler 

DIAM. 25 CO (nt Ur.) 

IRSCRIBED: The incisel inscription an the outside 
consists ot Durehre characters that are altercu tarm of 
Greek letters, | 

Shurushkar Regional Historical Museum t.ormplez, 
Muzhi ta branch at the Yamalo-Nenutz Tistricr 
Muscurn, Salekhard), Siberia, Russian Federation 
LOF 708) 


The plare was tound near Muzhi, a small town 
in western Siberia, together with three other 
silver objects (all arc now in the Shuryshkar 
Regional Museunn). Two are Romanesque 
stem-cup lids of the late rwelfth or early thir- 
teenth century; the third obicct is a late- 
răelfth-century bowl af a stem cup. All tour 
objects might have been brought to the area 
by Western European sailors. 

The present plate has a central scene in 
repoussc (the Ascensicn ot Alexander), sur- 
rounded by ten scrollwork medallons with 
figures. Recounted in several Greek and 
Western versious of the Alexander Romance, 
the Ascension was a popular subjecr în 
Byzantine and Romanesque art. In Islamic 
art thus theme was seen only in Asia Minor, 
and an outstanchng Islamic example — the 
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Artukud bowl” from the first half ot the 
rwelfrh century (cat. no. 281) — has stplistic 
tes to Byzantine art. Here, as in the stan- 
dard Byzannine composition, Alexander 15 
shown in a chariot drawn by tao griflins, În 
trying to reach the meat dangled in front of 
them by the hero, the beasts are made to fly 
higher and higher, 

Alexander's name and title are written in 
Greek in two embossed roundels near his head, 
(Such roundels were usual on metal icons îrom 
the thirtecnth century on.) In the border, alie- 
garical figures af the Sun, the Moon, and 
Țupiter (2) appear in the three rop medallions 
aul those of Earth and che Ocean in tao bortorm 
ones. According to the romance, Alexander 
was lifted so high that he was able ro see the 
entire carth surouncded by the ocean, Betacen 
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the Moon and the Ocean are the Greek hero 
Bellerophon, mounted on the winged 
horse Pegasus, and David playing his harp. 
Bellerophon was regarded as a precursor of 
Alexaniler, and the great king David was 
not only Christ's ancestor but also a model 
for medieval rulers. In the rhree medallions 
at left, bemween Jupirer(?) and Earth, îs a 
battle scene: a spear-bearing horseman 15 
attacked by a mounted archer while a rider 
with raised sword comes to his aid. This 
composition îs not șimuilar to conventional 
schemes ot such a genre widespread în the 
Vliddle Byzantine perii. There are no scenes 
like this among the illustrations to the story 
of Alexander. Most likely it depicrs a narra- 
tive about a contemporary ruler who is being 
compared with Alexander, Bellerophon, and 


BYZANIIUA 


David. A twelfth-century Byzantine poet 
mentions the depiction ot a ruling; emperor's 
exploits on a gold bowl.ă 

The plate's style and iconography express a 
secular Byzantine tradinon with oriental bor- 
rowings, but there are also some YVestem ele- 
ments, [ts Byzanuine analogues date mostly 
from the rwelfth century (among them are 
silver bowls and travs in the State Hermitage, 
Saint Petersburg, and the Biblioth&gque 
Nationale, Paris, and a bronze candlestick in 
țhe Monastery ot Saint Catherine on Mount 
Sinai).* Its Western parallels are, however, 
slightly later. Among these are the Late 
Romanesque treatment of the enthroned 
Alexander, who resembles Western kings and 
emperors as they appear on their seals rather 
than a Byzantine monarch. The use of the 


throne instead of a chanot 15 typical ot Western 
versians af Alexander's ascension. On the 
present plate both the throne and the chartot 
appear, the whecls being shown separately as 
star-shaped bosses. Ihe baluster-like supports 
for the throne are seen only in the present 
plate and in rwa South Italian cameos” — 
they do not appear in Byzantine art, The 
horse rudden by the warrior carnping a sword 
wears a Western harness, Given these ele- 
ments, an carly-thirteenth-century date tor 
the plate scems most probable. In the bis- 
torical situation ot that period, it 15 quite 
possible rhat the plate was made by a Greek 
master tor a local vassal ot Henmy ot 1 Iainault 
(£. 1206-16), the second Crusader emperor 
of Constantinople. In 1208, on the eve ofa 
battle with the Bulgars and their nomad 
alhes the Cumans, Henry, alone and math- 
out armor, rescued a knight who had been 
wounded when he ventured ron close ta the 
enemy.” The Curnans' mounted archers were 
the most effective warriors in the Bulgarian 
army. Henry was the only Latin emperor 
whose relations wirh at least some of his 
Greck subjects were good: a Greek histarian 
called him the “second Ares) and he was the 
hero ot a Greek epic poem. In 1208 his army 
included a Greek contingent. If such associ- 
ations are correct, the plate is datable to 
1208-16. BM 


i. Sertis- Erugoni 173: Schit 1005. 

2. Munich, Artugiden-Schale, 19yş (with blicgra: 
ph). 

3. Mango Ta72, pp. 22428. 

4. Bank, Priktadnor, 1975, pp. si-i; L. Bouras 1991, 
PE. 10-26, figs. 8-20. 

3. Stuttgart ră77, nos. 862, 863 (aith biblicgraphir). 

6. Valenciennes 1948, Pp. 31-33, Secs, $08—13, 


LITERATURE: Marshak and Kramarovskr 1996, 
Pp. 26-41, 222, 224, 


ExHLBLIIOh: Sant Perershurg 1996, NO. 6. 
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268. Bowl Fragment with Horsc and 
Rider 

Crusader iAntochi), carhp 2th centure 

Engraved slipware 

MAX. DIA. 26.7 CH (10 11.) 

COxBITIOR: Previous ll and surtace addirions 
have been removed, leaving a fragment Of Do GCIgI- 
ial preces: there 1 putting, under the gtaze on the 
horse, as well as a chip at the upper edue ot the 
rider's lorehead, 

DeEOvENANCE: Kulekian Assetates, 1084. 


The Metropohtan Muscumn ot Art, New York, NY, 
Anoriranas Citi, rofa (Ta54.181i 


Although without armor ar halo, the rider, 
sitting ngidly erect, resembles the artistically 
hybrid military saints in Crusader icons.! 
His haur, tor example, 1s steled in the ne 
thurteenth-centure Western fashion. Details 
of his cap may be found in various hunting 
or falconry scenes: in ivar on the Troyes 
Casket (cat. no. 141); in marble on a screen 
panel in the Cathedral of Bari;? in a painted 
llustration in the falconry manual of 
Frederick [1 (. 1215-50); and in an engraving 
Of a courtly seated drinker on a pottery bowl 
from the Crusader port ot Saint Symeon, 
al-Mina, near Antioch.: In bis nght hand he 





perhaps held a falcon în addinon to the 
reins (an unusual combination). The sțaft 
in his left hand could be a Falconer's lure, 
with flaps meant to resemble a bird's wings 
and used to entice the falcon to return, În 
the Middle Byzantine period Alexander the 
Great also appears holding falconer's lures to 
coax eagles or griftins ro raise him to heaven 
(sec cat, no. 281), The bands on the rider's 
sleeves are marks of status, derived from 
Arabic inscriptions woven in silk. Mounted 
falconers un the art of this period arc figures 
ot authority, bespeaking; the ability to tame, 
to command, and to kill. The figure and bor- 
der, the shard's profile, and the color at both 
the clay and the pigments indicate a possible 
Origin in Or near Antioch. E DM 


[. Compare Mouriki 190, p. o, with pl. 66. 

2. VENICE 149, p. 390, 

_ See tioldschmidt and Weitzmanu 1030, vol. 1, 
no. 122, pl. Lăză b, left, asul e, tor the cap shape; 
tor the bands, Venice 1995, p. 300; see ala 
Frederick [Liga pl. ză: Lane 938, pl. xx. 


LL] 


LITERATURE: Lioldschmidt and Weitzmann 1932, 
+09]. 1ş Lane 1938; Frederick Il 19.3: Mouriki logo: 
VOTUCE LAGI, 
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BYZANTIUM AND THE ISLAMIC EAST 





PRISCILLA SOUCEK 


he Middle Byzantine period corresponds to the 

height of mecheval Islamic culture, when cities 

such as Baghdad, Damascus, Cairo, and 

Cordoba competed with Constantinople for 
power and prestige, Although the strength of both realms 
waxed and waned during this four-hundred-year span, the 
governmental and cultural continutty ot the Byzantine state 
presented a sharp contrast to the mynad transformations wit- 
nessed by the Islamic world. In the mid-ninth century there 
was one paramount center tor the Islamic world, Baghdad, 
capital ot the “Abbasid cahphate, just as there was one ruler 
with universal pretensions, the Abbasid caliph. Ostensibly 
his authority reached from the Atlantic shores of Africa to the 
Indus Valley, even though a few distant rulers, such as the 
Umayyads of Cordoba (756—1031), maintained eftective inde- 
pendence. | 

By the end of the Middle Byzantine period the apparent 
unity of the Islamic world had been irretrievably shatrered, 
and from the fragments of the once unified empire of the 
Umayyads and carly '“Abbasids, new states rose and fell — the 
Hamdanids of Mosul and Aleppo (90s5-1004), the Fatimids of 
North Afnca, Egypt, and Syria (909—1171), the Great Seljuks of 
Iran and Iraq (1038-1194), and their successors, the Zangi:ds 
of Mosul and Aleppo (1127-1222). În eastern Anatolia another 
successor dynasty, the Artukids (1102-1408), maintained 
nominal power only by submitting to the Mongols; even the 
Byzantine Empire's closest Islamic rival, the Seljuks of Rim 
(1077-1307), came under Mongol domination in 1243. The 
Abbasid caliphate itselt was extinguished in 1258, with the 
Mongol capture of Baghdad. 

To gain a true appreciation of the cultural and artistic con- 
nections berween the Byzantine Empire and the Islamic world 
from the mid-ninth to the mid-thirteenth century we must 
cxamine the relations estabhshed between Constantinople 
and vanous Islamic dynasties. These links had certain com- 
mon features, but three major phases, which reflecte rhe 
fluctuating power of the parties involved, can be established. 
The first, dominated by Byzantine- Abbasid rivalry, lasted 


Dioskorides. Portrait from a manuscript, Baghdad (2), 1240. Oxford, 
Bodleian Library, Ms. Arab. d. 135, fol. 2w 


from the mid-ninth to the mid-tenth century, during which 
zme the Byzantinc Empire gaincd in strength while Abbasid 
rule, as the calphs withdrew from active control of thezr 
empire into a private world ot opulence and court ceremoni- 
al, became increasingly fragmented. The second phase, from 
the mid-tenth to the mid-eleventh century, corresponds to 
the height of Byzantine power, when focus shifted to the 
Mediterranean, where a desire to maintain their empire's far- 
fung possessions led the Byzantines to negotiate with the 
Fatimicts of North Africa and Egypt and wirh the Umayyads 
Of Spain. These diplomatic ties cancidentally expanded the 
sphere of Byzanrine-Islamuc cultural and artistic relations, Tlus 
era, in which Byzantine silk brocades, enamels, and other luxu- 
ry wares sect thc standard of excellence for the Islamic 
Mediterranean, was followed by tao centuries during which 
the Byzannine state was bufteted by a series of crises, 

The victrory of the Seljuk Turks over the Byzantines in 1071 
at Manzikert, which allowed the Seljuks to scize control of 
the Anatolian hearrland, was an important watershed in 
Byzantuine- Muslim cultural and artisuc relations. During the 
first two phases, from the mid-ninth ro the mid-eleventh 
century, artistic connections often appear to have been tied 
to diplomatic exchanges between the Byzantine court at 
Constantinople and the courts of the Abbasids and various 
regional Muslim powers. În the post- Manzikert era, however, 
Byzantine features discernible in the art of various Islamic 
dynasties in Syria and Anatolia probably owed more to a 
broad duftusion of Constanuinopolitan culture than to any 
specific Byzantine initiative, 

For the first two stages, Byzantine- Abbasid relations were 
ot paramount importance because the customs ot the Abbasid 
court were emulated by their rivals and successors. During 
the Middle Byzantine period the relationship of the Byzantines 
with the Abbasids was builr on the foundarion of earlier 
connections established between the Byzantine and Sassanian 
dynasties (224-651) as well as on conditions that had pre- 
vailed during the first two centuries of Islamic rule, from the 
mid-seventh ro the mid-ninth century. The Sassanian belef 
that their dynasty was destined to re-create the ancient 
Achaemenid empire (ca. $s0-330 B.C.) made rivalry with 
Byzantium inevitable and led to several invasions of Byzantine 
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territory and reciprocal Christian incursions into the Sassan:d 
domains. Penods of hosuiliry and conquest alternated, how- 
ever, with long stretehes of relative calm. Relations based on 
mutual respect between the wo states, tormahzed in their 
protocols ot diplomacy and correspondence, made each court 
aware of the pomp and ceremonial used by the other. 

Following the rmid-seventh-century conquest of the 
Sassanian state by the Muslim armies, the victors inherired 
much of the cultural framework of Byzantine-Sassanian rela- 
tions. Nestorian clergy and scholars, who had soughr refuge 
with the Sassanians from pressures exerted by the Byzantine 
Church, carried with them their knowledge of the cultural 
heritage of antiquity and prepared translations of important 
Greek texts inta Syriac and Pahlavi. Sassaman interest in Careek 
learning was a starting point tor the more systematic assinila- 
tion of the classical heritage under Islam, particularly during 
the caliphate ofal-Ma'mun (r. 813—33). The cheatrical character 
Of the Sassaman court ceremonial was also emulared by 
Muslim rulers.? 

During the Umayyad period (661-750) Byzantium was the 
chuet antagonist ot the Musum mlers both in military and in 
culrural terms. The magnificence of Byzantine architecture, 
with its lavish use of marble and mosaic, was perceived as an 
important challenge to Muslim prestige. Within the Muslim 
community opinion was diided about whether it was advis- 
able to compere with the Byzantines by imitating their taste 
in the public religious buildings erected in the new Isiamic 
centers of Medina, Damascus, and Jerusalem. As 1s evident 
from the structures he sponsored, the Umayyad calhph al- 
Walid 1 (r. 70s5-1$) decided rhar it was appropriate to create 
major religious structures that would rival those ot the 
Byzantines in the opulence of their materials and the com- 
plexity of their pictorial decoration. Lenth-century Arab his- 
torians such as Muqaddasi and Tabari stare that al-Walid 
obtained mosaic cubes, tools, and skilied crafrsmen from 
the Byzantine emperor for the embelhshment of tus new 
mosques. Although some modern scholars have doubtred the 
historical accuracy ot these accounts, al-Walid's successors, 
the Umayyads af Spain, as well as subsequent Islamic bistori- 
ans, assumed them to be true.? 

By the end of the Umayyad period the martial zeal ot the 
initial Islamic expansion, which had separated Syria and 
Egypt from the Byzantine state and on several occasions had 
even brought Muslim armies to the gates of Constantinople 
itself, had waned, and the Byzannine- Abbasid frontier was a 
militarized zone where lite alternated between small-scale 
raids and tacit coexistence, The stalemate along their borders 
notwithstanding, cach side sought to exploit the other's 
weakness in rad; organized more to generate prestige 
through the se:zure of prisoners and booty than to establish 
permanent control. 'Ihese military encounters were normally 
followed by an exchange of letters and envoys between the 
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Pă0 COUIS to arrange for a temporar truce during which the 
enemy 's strength could be assessed and prisoners ransomed, 
in anticipation ot renewed hosulues.* 

Despite the ambivalent goals of these episodic contacts, 
which proceeded according to a mutually recognized proto- 
col, they provided opportunities tor the exchange of goods, 
ideas, and skulls. Cuscom demanded that royal envoys be fur- 
nished with costly gifts for the rival ruler and his close associ- 
ates; indeed, the possession of such objects was one of the 
ways in which an ambassador could establish the legitimacy 
of hus credenuals. În addition to conveying ofhcial gifts, the 
envoys themselves, although forbidden to expon gooiis of 
military value, were often permitted to engage in commerce 
Both the Byzantines and the Abbasuds inherited from the 
Sassanians a taste for luxurious and elaborately patierned silk 
rextiles. Both also maintained a degree of governmenta! con- 
trol aver the production and use of certain fabrics, so that the 
sending and the recetving of court textiles became symbol 
Of status and power.* 

Echoes ot these diplomatic, commercial, and cultural 
exchanges appear in historical sources as well as in the anec- 
dotes found in literary texts. A story related by the mid-tenth- 
century author Mas'udi but set in the reign ot the Umayyad 
caliph Mu'awiya 1 (r. 661-380) describes how a Syrian mer- 
chanr shuttled betaeen the Umayyad and Byzantine courts 
for more than a decade, procuring coveted items in Syria for 
members of the imperial court at Constantinople while 
executing, a secret musslon for the Umayyad caliph. One 
Byzantine courtier was so anxious to obtain a matching set of 
brightly coiored rugs, bolsters, and cushions from Syria that 
he lirerally jumped trom his seaside palace-pavilion into the 
merchant's boat.” A structure in Baghdad known as the 
Patnician's Mill exempliftes a difterent symbiosis of diplomacy 
and commerce. The caliph ai-Mahdi (i. 775-8$) permitred a 
Byzantine envoy to build this mall as a personal investment 
and even loaned him the needed funds. Each year the mull's 
revenue was forwarded to the Byzantine owner, although on 
his dearh the property reverted ro caliphal conrrol.* Other, 
less physical exchanges also occurred. Stories told about 
Mushm envoys at Constantinople and about Byzantine 
envoys to the Abbasid court reveal their critical scrutiny of 
each other's custams and accomplishments. As heirs to relat- 
ed traditions of court ceremonial, both îhe “Abbasid and the 
Byzantine rulers developed an elaborate etiquette, opulenriy 
decorating their impenal residences. Îhe sumilarity ot their 
customs and taste made envoys to the rival courts especially 
acute observers, A mud-eighth-century Byzantine ambassa- 
dor to the newly bualt palace-ciry of the caliph al-Mansur 
(r. 7534-75) at Baghdad criticized both the inadeguare water 
supply and the location of markets adjacenr ta the caliphal 
palace. Although Mansur pretended 7o dismuss these criti- 
cisms, he later acted upon the envoy's advice? 


Relations between the “Abbasids and the Byzantines were 
particularly wide-ranging during the ninth century, when sev- 
eral Abbasid caliphs encouraged the translation and study of 
Greek texts dealing, with mathematics, medicine, the natural 
sciences, and philosophy. These translations built on earlier 
attempts of the Sassanian and Umayyad eras and also stimu- 
lated new synthetic studies. The caliphs military campaiens 
against the Byzantine stare were coupled with an active inter- 
est in the accumulared wisdom of Greek anriquity. Harun al- 
Rashid (r. 789-809), for example, took Greek manuscripts as 
boory during his invastions of Anatolia.” Abbasid patronage 
of scholars and translators also inspired emulation among 
rival dynasties, such as the Umayyads ot Spain, and among 
some of their successors, including the Artukids. 

The degree to whuch Byzantme- Abbasid relations moved 
along several distinct but intersecting, tracks 15 typihed 
by the interchange between Theophilos (r. 8529-42) and 
al-Ma'mun (r. 8313-33), whose reigns were marked by a sc- 
quence of rauds and retahatory incursions. In 831 Lheaphilos 
wrote to Ma'mun proposing a truce that would lead not only 
to the freeing, of prisoners but also to an increase in trade and 
to greater security for all. In his response Ma”mun threatened 
Theophilos with an Abbasid invasion that would leave only 
widows and orphans in its wake unless the emperor convert- 
ed ra Islam or paid rribure; Ma'mun foilowed this lerrer by 
Jaunching; yet another raid on Byzantine territory." 

Despite such confhets thus penod witnessed a remarkable 
convergence of taste and intellectual concerns berieen the 
Abbasid and Byzantine courts. Ma'mun's personal interest 
in classical learning; led him to support not only transtation 
projects but also various kinds of scientific incţuiries, and he 
repeatedly ofiered a leading Byzantine mathematician an 
appointment at his court. Although Theophilos refused ro 
allow the visit, he did arrange for a Greek manuscript to be 
sent to Ma'mun.? Among Ma'mun proteges were three 
brothers known as the Banu Musa, whose work with pneu- 
matic devices, valves, and siphons built on the discoveries of 
Hellenisric scholars such as Heron of Byzantium (third cen- 
tury B.C.) and Philo of Alexandria (first century A.D.). While 
the principles involved had many practical apphcatons, they 
also led to the creation of fountains and water-driven musical 
deinces that were much admired at the Abbasid court." 

The emperor Theophilos is remembered as a builder of 
magnificent palaces equipped with marvelous fountains and 
curious objects, including a gold, jewel-encrusted tree with 
artificial singing birds. One fountain was used to dispense 
wine; others, made ot gold, were shaped tike lions or griffins, 
It has been suggested that the construction of such devices 
was stimulated by contaci with the Abbasid court, where the 
popularity of similar objects is well documented in later 
periods. The Byzantine theologian John Synkellos, who 
was Thcophilos's envoy ro Ma'mun, took advantage of his 
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visit to study “Abbasid palaces. When he described them to 
Ţheophilos, the emperor decided to build one for himself on 
the shores of the Sea of Marmara. This palace was sard to have 
been virtually dentical to its “Abbasid prototype in both form 
and decoration.'* 

The equation made berween the opulence ot a ruler's resi- 
dence and the power of his state îs evident from textual 
descriptions of the receptions accorded to foreign envoys. 
Islamic sources contain high!y detailed accounts of the recep- 
tion prepared for Byzantine envoys from Constantine VII 
Porphyrogennctos, then rwelve, and his mother, Zoc, To the 
caliph al-Mugtadir (1. 908-32) dunng; the summer of 917. By 
this ume it was the Byzantines who were able to dictate terms to 
the Abbasid cal;ph, forcing him to pay a heavy price to ransom 
Muslim prisoners. When the Byzantine envovs appcared bcar- 
ing gifts arul a letter for al-Mugtadir, they were detained so that 
their audience with the caliph could be carefuliy orchestrated. 

The envoys were not allowed to see al-Mugradir until they 
had taken a tour of the royal compound, which had been 
designed to inculcate respect far “Abbasid power and wealth. 
They visited the stables, the armory, and the cahph's zoo, 
which housed lions, elephanrs, and giraffes. Cahphal wealth 
was demonstrated through a display of jewels, precious hang- 
ings, and carpets, Ar the clhmax ot their tour, when they had 
finally reached the audience hall, they were treated ro the 
spectacle of an claborare hyăraulic device set within its own 
domed pavilion. It had a pool flanked by wo rows of 
mechanical horsemen that could move backward and for- 
ward, fountains that dispensed perfumed water, and a central 
gold-and-silver tree on which artificial birds flutrered and 
sany. Only after witnessing, this marvel were the envoys per- 
mitted to conduct their business." 

The care with which this pageant was organized is record- 
ed in detail in historical sources. The floors of the calipha! 
cornpound were sai to have been covered with some 22,000 
carpets and its walls ornamented with 38,cocc hangings and 
curtains. Among, these were some 12,500 pleces of gold bro- 
cade decorated with medallions depicting such creatures as 
hosses, camels, elephants, lions, and birds.!* 

Behind the politics of bedazzlement lay a visual language 
of royal pomp understood by both visitor and host, an 
important component of which was a shared enthusiasm for 
opulent textiles with decorative themes. Fabrics that ninth- 
century Byzantine emperors donated to Itahan church trea- 
suries are said to have depicted trees and birds, lions, griffins, 
eagles, and peacocks.!” Brocaded tabrics sent ro the caliph al- 
Radi in 938 by the emperor Romanos I Lekapenos (r. 920—44) 
were embelhshed with horsemen, trees, birds, and animals. 
Among tbem were scenes that featured hunters and prey, or 
combats berween various birds and heasts.'* 

The shared decorauve themes in Byzantine and Islamic 
rextiles probably reflect both a common herirage of designs 
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established in rhe Sassanian era and later efforts to replicate 
the appearance of each other's goods.'? Byzantine fabrics with 
patterns of Sassanian inspiration, such as animals in pearled 
roundels (see cat. no, 150) or the legendary hero Bahram Giăr 
at the hunt, were in circulation as late as the ninth or tenth 
century." 

Neither the grand reception arranged for the Byzantine 
envoys in 917 nor the lavish gtits sent to al-Radi in 938 could 
mask the enfeebled position of the “Abbasid caliphs or the 
fundamental weakness of their government. During the course 
of the tenth century Baghdad's control over its provinces 
continued to decline, as one region after another assumerd 
de facto independence. This erosion of calphal authority led 
the Byzantines to negotiate directly with regional powers 
such as the Hamdamds, the Ikhshidids, the Fatimuds, and the 
Spanish Umavyyads. 

The Fatimids (909-171) were the most important ot these 
dynasties, and their ambitions brought them into repeated 
cycles of conflict and negotiation with the Byzantines. 
During the reign ot “Ubayd Allah al-Mahdi (909—34), the 
first Fatimid caliph, ciashes with Byzantine forces in Sictly 
and southern Italy alternated with shorr-lived agreements, 
though relations during the time of al-Mu'izz (r. 953—75) 
appear to have had more lasting consequences. Lt was during, 
his reign that Egypt was conquered and the palace-cit of 
Cairo founded. As the Fatimi:d dynasty expanded, it also 
developed a more elaborare court ceremonial and its treasury 
was enriched with gifts from rival rulers. 

Both these trends —the development of court etiquette 
and the acquisttion of treasures — were in progress during the 
reign of al-Mu'izz, and contacts with the Byzantine court may 
have had a catalytic efect on each of them. Byzantine envovs 
visited al-Mu'izz on several occasions, After the Fatimids had 
defeated the allied navies of the Byzantines and Spanish 
Umayyads during 956-s7, Constantine VII sent an envoy to 
al- Mu izz to request a truce, He brought with him many pre- 
cious goods, including silk textiles and vessels ot gold and sil- 
ver inlaid with gems. The truce was soon broken, but defears 
that the Fatimicds inflicted an the Byzantines during 965 led to 
another round oi negotiations and a new truce.2! Al-Mur'izz îs 
also said to have received a congratulatary visit from a Byzantine 
envoy after he moved ro Egypt in 972. He was at that time 
given a set of horse trappings embellished vith gold and 
jasper that allegedi; had belonged to Alexander the Great.?? 

The elaborate ntuals developed at the Fanimid court were a 
local variant of broader traditions. The thearrical character of 
their ceremomal audiences, in which the caliph was concealed 
by curtains that were raised and lowered at the appropriate 
moments by court attendants, recalls practices at the Sassanian 
and Abbasid courts.2* Other customs, such a5 the frequent 
royal processions in which the ruler — guarded by attendants 
carrying, ornamented weapons and fianked by court ofhcrals — 
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rode on a horse with sumptuous trappings, are more analo- 
gous to Byzantine practice,*+ The Fatimid emphasis on cere- 
monics conducted on horseback must have made ornate 
horse trappings a particularly welcome gift. The caliph al- 
Mustansir (er. 1036-94), who was showered with gifts by 
Emperor Constantine IX Monomachos (1. 1042-55) and 
Empress Zoe în anticipation of his support against îhe Scljuk 
Turks, reportedly received from them three saddles decorared 
with gold and enamels.* 

The use of horse trappings adorned with enamels appears 
to have been a Byzantine specialty. The Book of Ceremontes, 
compiled by Constantine VII, stipulates their use in certain 
processions, Enamel-studded saddles and horse harnesses 
are also mentioned in the Byzantine epic Digenes Akritas.2* 
Although it is uncertain whether Fatimid rulers actually put 
into service the saddles and bridles they receive from Byzantine 
emperors, the use of enamel-decorated harnesses does seem 
to have spread to Islamic Spain (see illus. on next page).2 

Guifts sent to Islamic rulers by the Byzantinc emperors also 
inciuded other types of enameled objects, În addition to saddles, 
al-Mustansir received one hundred gold and enamel vessels 
from Constantine and Zoe.** These rulers are also said ro 
have given al-Mustansir's mother five chests ot gold jewelry 
“of the finest workmanship” :nlad with five ditferently 
colored enamels (red, whiie, black, and two shades of 
blue).2? Byzantine enameled jewelry appears to have 
inspired emulation în Faumid Egypt as well as in Islamic 
Spain (see cat, no, 278). 

Islamic sources often mention the elaborate presentation of 
Byzantine royal gifis. Luxury objects were customarily placed 
n boxes, sometimes even in a series of contarners, one within 
the other. The gitt made in 938 by Romanos I Lekapenos to 
the “Abbasid caliph al-Radi included both an octagonal silver 
box inlaid with jewels, which contained gold-ornamented 
textiles, and a silver box housing a set of beakers inlad with 
precious stones,* The lavish gifts sent în 1046 ta the Farimid 
caliph al-Mustansir by Constantine IX and Zoe reportedly 
flled one hundred brocade-covered boxes, which were car- 
ricd an the backs of fifoy mules.:> The Byzantine use of spe- 
crall prepared containers to house royal gifts appears to have 
stimulated interest in boxes and caskets in various Islamic 
centers. 

In 1069 a severe financial crisis în Egypt led to the looting 
Of the Fatimid treasury; among the items consequentIy dis- 
persed were numerous Byzantine royal gifts. Although there 
are verbal descriptions of the most remarkable of the Fatimid 
riches, few precious objects connected with the dynasty sur- 
vive, A silver-gult casket with mello decoration now at the 
Museo-Bibhoteca de la Real Colegiata de San Isidoro in 
«en, Spain, îs exceptional. It was made by a certain “Uthman 
for the personal treasury of Abu Mansur Sadaga ibn Yusut al- 
Falahu, who was al-Mustanstr's vizier between 1044 and 1047. 
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Horse-bridle ornaments. Gilt bronze and cloisonne enamel, Nasrid, isth century. Briush Museum, London. Photo: A. C. Cooper Lrd., 
courtesy of the British Museum, London 


The intricately executed niello decoration of this casket con- 
sists of rows of finely drawn concentric circles, each group 
linked to the next by a leaf drawn in profile. Trilobed forms 
with profile foliage in reserve spring from the craftsman's sig- 
nature behind its lock, patterns that recall the stylzed vegetal 
forms found on Byzantine objects ranging from the robes 
worn by Nikephoros LII Botaneiates (r. 1078-81) in his Paris 
portrait (cat. no, 143) to the niello ornament on a fragmentary 
processional cross in Cleveland (cat. no. 24) and the marble 
carving, from Komotini (cat. no. $). These similarities raise the 
question of whether the casket of Abu Mansur might not 
have been modeled on one of the Byzantine objects sent to 
the Fatimid caliph al-Mustansir. 

The aruistic and cultural relations between the Byzantines 
and the Umayvads of Cordoba (756-10431) also grew out of 
their diplomatic connections, "The dynasties repeatedly 
sought each others assistance in limiting Fatimid expansion, 
Their first exchange of envays occurred in 839—40, but 1t was 
the series of negotiations in 9445-46, 9490-50, and 955-356 
between Constantine VII (1. 945—59) and Abd al-Rahman III 
(r. 912-61) that were most significant.** he Umayyad caliph 
sought from the Byzantines not only support for his challenge 
to the Fatimids and the 'Abbasids but also materials with 
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which to embelhsh his palaces, among them marbie columns 
and a green marble basin that became the centerpiece of an 
ciaborate fountain with bejeweled golden animal sculptures.> 
His son al-Hakam (r. 961—76) turned ro the Byzantincs to 
obtain a mosaicist and mosaic cubes for his addition to the 
Cordoba mosque, a request thar recalled the appeal ot his 
Syrian ancestor al-Walid.** Byzantine acquiescence to this 
demand is confirmed by the physical cvidence still in situ at 
CSrdoba. The emperor also sent to COrdoba a Greek manu- 
script ot Dioskorides' De materia medica, the text of which is 
said to have later been translatred into Arabic by a monk sent 
from Constantinaple cxpressly for that purpose.” 

Islamic historians describe in great detail the Umayyad 
reception of Byzantine envoys in 949-—s50. The goal of the 
mission was to conclude a treaty and to “exchange precious 
objects.” For this occason Abd al-Rahman III assembled his 
sons, lus courners, and his army to create an impression of 
“majesty and power.” The carefully staged event calis to mind 
the “Abbasid court ceremonies described above, although 
the Spanish caliph was not concealed behind a curtain. The 
Byzantine envoys brought impressive giits, but it was their 
lavish presentation of two imperial letters, written in Greek 
with gold letters an bluc parchment, that was most meticu- 





jously recorded. One letter contained the emperor's message; 
the other listed the gifts he was sending to Abd al-Rahman. 
Authenticated by a gold seal, which bore the image of Christ 
on one side and that af Constantine on the other, they were 
contained in a pair of caskets. The outer box was lined with 
brocade, while the inncr one, of carved silver, displayed an 
ename! portrait of the emperor set inta its pilded lhd.3% The 
silver casker presented to Abd al-Rahman III :s reminiscent of 
one now in the Vaucan collection that combines a lhd embell- 
ished with enamels and a base with high-relief decoration.* 
Ţhe luxury goods produced at the court workshaps of 
Cordoba and Madinat al-Zahra” testify ro the Umayyad 
enthusiasm for caskers; a number of zheir features reflect 
Byzantine artistic traditions. Although it is unlikely that 
Constantine VII's casket was copied exactly, its example may 
have encouraged the inclusion of portraits and high-relief 
figura] decoration on ivory caskets produced in Umawyad 
royai workshops.*? Some Umayyad ivory caskets appear to 
reproduce designs from Byzantine textiles that depicr the 
hunt or other court pastimes.* This transference of designs 
from one medium to another may perhaps be explained by 
the Byzantine practice of wrapping or lning casketrs vrith 
textiles. A silver-gult-and-niello Umayyad casker made for 
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Casker. Silver gilt 
and niello, Fatimud, 
1044-47. NIUSeO- 
Hihhiotreca de la 
Rea! Colegiata de 
San Isudoro, Lean, 
Spain. Phota: 
Bruce Wlhute 


lăcraal at casker 
seen at left, wmnrh 
front hinpe open. 
Phote: Bruce Wlure 
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al-Hisham II in 976, for example, may replicate the look of a 
Byzantine object,** its regular scrolls with leaves and flowers 
recalhing patterns on Byzantine works in various media, 
including the ivory panels in Paris (cat. no. 159) and the 
Hermitage reliquary (cat. no, 38), as well as the borders ot 
manuscript paintings (cat, no. 60). 

Cultural and artistic interrelations that took place along 
the Byzantine-Islamic border in northern Syna and Anatolia 
differed from those that developed at the Abbasid, Fatimid, 
and Umayyad courts. While connections between courts can 
often be iinked to the actions ot particular rulers or to specific 
historical situations, in zones where Byzantuine and Islamic 
culture coexisted, it 15 often difhicult to define the context that 
produced a given object. Some Islamic inlaid metalwork 
objects with Christian themes, for example, were made for 
Muslim patrons, whereas others may have been aimed at a 
Christian, and possibly Crusader, audience. When patrons 
in such an area wished to obtain a translation of a classical 
text, they frequently turned to the local Chnsuans, who 


maintained cultural ties with Constantinople. A copy of 
Dioskondes' De materia mesdica, now in Istanbul, which was 
ncwly translared for a Syrian ruler in 1229, includes several 
paintings that closely resemble those in Byzantine manu- 
scripts (cat, no. 288). 

Although Muslim armies first entered Anatoha during 
the Umayyad period, the region remained predominantly 
Christian, and Byzantine expansion during the ninth and 
tenth centuries eliminated Muslim frontier enclaves. This sit- 
uation was, however, reversed in the late eleventh century, 
when the crushing, defeat inflicted on the Byzantine army in 
1071 at Mantzikert, north of Lake Yan, opened Anatolia to 
waves of Turkish settlers, The first century ot Turkish domi- 
nation was a transitional period largely occupied with the 
consolidarion of power, and it was only in the late twelfth or 
early thirteenth century that attention as given to the build- 
ing of monumental architecture and ro the patronage of man- 
usctipts. 'Lhe earliest arustic culture of Turkish Anatolia was 
decidedly eclectic. Features reflecting Byzantine or earlier 





Casker made for al-Hisharn Il. Wood, silver put, and niello, Umayyad, 976. Museu de la Caredral de Girona, Spain. Photo: Bruce White 
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local tradițions were combined with elemențs drawn trom an 
Islamuc oc even a Central Asian context, 
By the carly hirteenth century the most important of 


newly formed Muslim principalities, Seljuk Ikonion, had 
consohdated control of central Anatolia and reached a de 
facto accommodation with the Byzantine emperor, then 
residing in Nicaea (present-day Iznik). The Seljuks also made 
matrriage ailiances with nearby Christian rulers, such as the 
Georgians+ and aspects ot Byzantine visual culture may have 
reached Anatolian Turks indirectiy through such contacts. 
Seljuk court regalia combined elements of “Abbasid, 
Turkic, and Byzantine origin. The Abbasid caliphs sent the 
Seljuks robes ot honor for their investiture ceremonies, 
inclucling; textiles bearing the calph's name and titles and a 
specially wound turban.” It was from the Byzantines, how- 
ever, that the Turks adopted the double-headed cagle. A royal 
association with this emblem is suggested by its appearance 
on the keystone of an arch fram the Seljuk citadel at Ikonion. 
This link is made even more explicit by the doubie-headed 
eagle emblazoned with the word a/-Suizan on a ceramic tile 
excavated at the palace of Alaeddin Kaykubad at kubadabad, 


near Akșchur.** A similar, uninscribed rile 1s seen above.* 
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Double-Headed Eagle, Ceramic ule, Turkish, 1200-— 
1259. Staatliche Museen zu Berln- Preussischer 
Kulrurbeşitz., Museum fiir Islamusche Kunst, Berlin 


The Artukids (7. 1102-1408), a Turkish dynasty that con- 
trolled an area at the headwaters of the Tigris and Euphrates 
Rivers, exemplify Anatolia's eclectic culture.*% They support- 
ed a local scholar, Ibn al-Razzaz al-Jazari, whose research into 
pneumatic and hydraulic devices built upon the achievements 
of Abbasid science and ot the Banu Musa in particular (see 

„cat. no. 286). În addition to constructing, waterwheels for irri- 
pation, he made elaborate water clocks and devices that dis- 
pensed wine at court entertanments,*” The name of an 
Artukid ruler also appears on an enameled copper basin 
executed in a Byzanrine style (cat. no. 281); depicting the 
Ascension of Alexander, it may be of Georgian manufacture, 

Despite the strong, antagonism that existed between the 
Byzantine emperors and their Islamic rivals, a shared culture 
of court ceremonial and a common enthusiasm for luxury 
goods aided their communication. Other artistic and cultural 
tes were also forged berween the rwo societies. A mutual 
interest in the scientific legacy of antiquity created bonds 
between schoiars on both sides, and on a more popular level, 
a hybrid artistic 1dhonm that combined elements from both the 
Islamic and Byzantine traditions grew up in regions with 
mixed Muslim and Christian populations. 
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269. Two Textile Fragments 


A. Birds and Horned (Iuadrupeds 
Flanking a Tree ot Life 


Islamic (Near East;, ruth or 12th centuri 
Sik; varp-taced plaun veaye decorated with 
pattern met 

43.2 X 40 CM (17 X 15% in) 


PaOvENANCE: Formeriy in the Kelekuan collect 


The Metropolitan Museum of Art, New York, NY. 
Purchase, Joseph Puluzer Becguest, 1952 (52.20.10) 


B, Star Patrern 

Islamic |Mcar East, 11th ar 12th contur 

Sulk; warp-tacead plain weavc decorated acrh 
parter wef 

30.2 40.4 CI [14 X 12 UI.) 

FEOvENANCE: Formeriy in the collection af 
Mme Paul Mallan, Paris. 


The Cleveland Museum ot Art, Cleveluul, Ola 
4.292) 


lhese rwo fragmentary silks can be best 
undlerstood 1n the context ot the group ot 
eleven *wdely dispersed textiles (some known 
i0 several fragmnenrs) to which they belong." 
Wiett-patternec Sulks, they are paper-tlun and 
always calenderedl, They are structurally surmi- 
lar, varving only in the distance of partern- 
weft float, the Aoating length of pattern weft, 
and the number of warps between pattern- 
binding ground warps.* 


412 


In design the eleven texules fall into two 
groups. One features repeat patterns of rela- 
tvely large elements organized into rows at 
roundels or star-shaped compartments with 
pairs of animals or birds confronting a tree, 
a traditional Near Eastern composition. 
Reserve areas arc filled with small-scale repeat- 
ed geometric devices. Ihe Metropolitan and 
Cleveland fraginents are among the six tex- 
tiles ai this class, three of which bear Kufic 
inscriptions. Ihe second group has narrow 
stripes of small-scale elements, either geo- 
metric patterns, Kufic inscriptions, or figural 
representations (vertical rows of faicons, 
lons, and pairs of birds with vegetal motits 
interspersed). 

The silks wirh repeat patterns are bichrome 
(all yellow an dark blue); the striped pieces 
have several colors, though each stripe 1s 
itself bichrome. The animals that adorn the 
silks arc heavy stvlized, displaying, award 
dratismanship— oing at least in part to 
structural limitations —and unnatural features. 

the silks have been vanousl atrtnbuted to 
Iran, Iraq, Syria, and Egypt.? What we know 
about provenance dues nut ciarify the issue: 
one fragment îs said to have been found in 
Egypt and tao others have been lnked ro the 
so-called Bibi Shahr Banu finds near Rayy, 
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Iran, in 192$.* The presence of Kufic inscrip- 
tions (none, unfortunately, containing any 
usetul factual information) in more than half 
the extant pieces plus the similarities in 
design ta Seljuk material argue for an Islamic 
origin, but one îs inclined to follow Donald 
King in refraining from a precise aturibution.” 
The incorporation of a cross in the pattern 
of the Cleveland frazment suggests that some 
of this material was intended for a Chnstian 
market, That the two groups reflect vastly 
dissimilar tastes rnay further inclicate that cif- 
ferent destinations or difterent clients were 
intended. (See also cat. no, 271.) 

[t would seem appropriate to date the group 
to the eleventh or rwelfih century. The Munich 
fragments in the group original were pre- 
served in a cross daring, ro the middle of the 
eleventh century and were accompanied by a 
label written about a century later.” Such a 
dating places these silks before rhe adyent în 
the Near East of the lampas structure, the 
next technological step in the weaving ot 
parterned sulks. D We 


i. In addition to the Metropolitan and t_lecland 
fragments shomn here, nite other cextiles mav be 
cited: 1] ioleseland Muscum ot Art, 8e.so, pub- 
lshed in Wilckens 137, p. 64. illus, dz iz) a: 
Washington, D.C. Texule Museum, 31.3, published 


in Miiller-Christensen 1976, p. 20, Îi. 10; B: other 
fragrments in Ruggusberg, Abeggp-Stiftunz, 3168 and 
4247, published in Ccavskr and “Abbas Muharrumacl 
Salim 1995, na. 72 (33 Washington, DC, Textile 
Nluseurn, 3-17 (4) Locns, Wiusce des Tissus, pul- 
tslecl in Muller- Christensen 1976, pp. 17—19, N05 7, 
3 (53 Washingteu, D4., Textile Muse, 31.9 [&) 
a: Paris, Musce de Chun, 22.046; B: other fragmenis 
in Copenhagen, [avid Cxdlectior, 24/1992, published 
in Falsach and Bernstei 1993, nu. 3; C: ather frag- 
ment in Riggisberg, Abegg-Srittung, 4406, pub- 
lished in Otavsky and “Abbas Muhammad Sali 
1994. no. 73; D: Cleveland Muscum cf Art, 83.128 
(7) Copenhagen, David Collection, 23/1992, 
pubhshed in Folsach and Bernsted 1993, no. ro 

(5) Maastricht, Sainc Servarius, 23-1, 23-2, 23-3, pub- 
lshed in Stauiter iar (a) Munich, Residenz- 
muscum, published in Miillcr-Christensen 1976, 
pp. 17—19, n05. 7, A. 

. Lam indebred to Nabuko Kajitani for trecly shar- 
ing with me her consrderable knowlecee of these 
texriles, 

3. SC SOUTCES Cutecl in NOTE |. 

„Item |2Y a in note 1. Sec Shepheri 1974, p. 88 n. 2, 
ref. Textile Museum, 31.3, 

ş, Shepherd 1974, p. 7. Regarding the Metropolitan 

pice, which was acqured from the Kelckian 


2) 


Pe 


estate, therc 5 na information in Museum files 
that it was previousiy in the Pozz or Indyoudpan 
coltecuons, so 1 15 impossible 1o contr 
Shepherd's utennfcarion of 11 mark teri ii car che 
list given in Ackerman 1938. p. 1998, n. ş. 

„Fig 1085, 0, 

7, Muller Christensen 1976, pp. 14-15. 


paru 


LITERATURE: țA) Duimand 1955, p. 373, Hp. 2q2; 
Shepherd io74, p. 7. fig. 8: Muller-Christensen 1976. 
p. 19. fig. 9 (B) Ackerman 1936, p. 274 (calor illus.); 
Underhill 192, pp. 5-7 (illus. inside front cover): 
Wieibel 1pşz, p. 13. no. riq., 


ExHIBITIONs: (A) New York r9go [B) Nem Weurk 
1944, Iti, 20; Baltimore 1947, no. 771; ilevelanil, 
The Clevelarul Museum tf Art, rogi. 


270. Textile Fragment with Double- 
Headed Eagles 


Islam Sprăni]. th r2th centune 
Silk 
&3 x 4 cm [2zq X 184 In.) 


PROvENANCE: From the tomb ot Saint Bernard 
at Calvâ în the Cathedral of Yich, Catalonia, Spain; 
Miguci y Badia, Madnd. 


The Metropolitan Museum cf Art, New York, NY. 
Purchase, Joseph Pulitzer Becpuest, pa (41.92) 


This silk fragrmenr belongs ro one of several 
fabrics tound in the tomb of Saint Bernard 
ot Calvo (d. 1243) in che Carhedral ot Vich 
In Catalonia. They are believed ta be a part 
of a booty from the reconquest campalgns 
against the Muslims of Spain that Cal led 
as bishop of Yich.' The red silk displays a 


dark green design of large, double-headed 
eagles separated by juxtaposed scalloped 
frames connecțed with disks. The eagles are 
shown frontally with raised wings and with 
pendant nngs in their beaks and hons in their 
talons. The number of fragmenrs ot his sil 
in other museum collections indicates that 
the original rexrile was large.” 

The provenance of the piece 15 secure, but 
estabhshment ot its ongin has proved difhcult, 
The fabric has been considered Byzantine 
because it strongly resembles Byzantine textiles 
ot the Auxerre eagle-silk group (cat. no. 149) 
and shares the owill-weaving technique most 
commonly found in Byzantine silks.i How - 
ever, it also has been classified as a Hispano- 


Islamic work inspired by a Byzantine eagle silk 
from which it deviates sigmificantiy.* The latter 
attribution îs supported here. 

The strictly s+mmetrical presentation, 
showing the cagles with double heads and 
with the prey held in the talons of each leg, 
as well as the use of diagonal diaper patterns 
on the breasts and necks and large palmettelike 
fillers and floral bands for their wings, are ele- 
ments that reflect the propensity of Islamic art 
for patternization and ornamentalization of 
motiis.5 Moreover, two-headed cagles with 
and without prey were frequentiy depicred 
in textiles manufactured in Spain? and else- 
where in the Islamic world before they were 


shenan in Bizantirue examples, [n Brzanţium 





the nwo-headeidl-eagle motif appeared only 
in the late thirteenih and carlv fourteenth 
centuries with the ascent of the Palaologos 
dynasty,” when it became associated with 
the Byzantine emperor.ă In addition, the use 
ot the rul weave in Islamic Spain îs not as 
unusual as 15 often thought. Although the 
best-knovn 1 Lispano-Islamic sulks are in lam- 
pas weave.? the extensive Spanish silk indus- 
try manufactured fabrics executed în a 
variety of techniques." This double-headed- 
eagle silk is best uncerstood as an elevenrh- or 
melfth-cenrury Hispano-Islamic adaptation 
ot a Byzantine textile, which could have 
reached Spain in îhe late tenth or early 
eleventh centure." AG 


1. For the rextiles in the tomb, see Gudiol i Cunill 
1913, +0]. 2, pp. 94-77; in New York, ArAngatus, 
1992, NO, $8, p. 320. 

„ Technical information: wef-taced compound 
mwiil. Warp: undyed silk, Weft: red, dark green, 
and yellow silk. Yich 4 Museu Argqucologic- 


Iu) 


Artistic Episcopal; May 1957, p. 46, fig, 31); 
Hurliri ţEurstgewerbernuseurn; in Falke, Fmsr- 
gesthicbte, 1013, vol. 2, p. 17, fig. 249); Cleveland 
(Cleveland Museum of Art; Shepherd 19s2); 
New: York (Cooper-Heniitt Museum; Balrimore 
1947, NO. 774, p. 153, pl. 4); Riggisberg (Abegg- 
Stiftung; Otavsky and * Abbas Muhammad Salim 
I9H, DD. 90, PP. 1563-66). 

For example, Falkc, Feet gesehieiste, 1913, val. 2, 


PI) 
r 


P. 17; and most recenti Oravsky and (Abbas 
Muhammad Salim 1995, no. 9e, pp. 1&3-6&. 
4. Shepherd 1942; May 1557, p. 49; Beckeath 1074, 
pp. 41-52. 
„ aeometric patterns on cagles bohes appear 
urith particular trequency in Hispano-Islamic 
texriles (lay ras7, figs. 25-27; farube 106, 
P. 78, pg, 2; New York, Af-Andalis, 1992, p. LB, 
fig. 2). 
For Sparsh examples, see Falke, Krezrigesebichte, 
1313, 0, 1, fps, [Ba 184, 200, 202 Ma 1957, 
fps. 26, 27; New Vork, At-Anaatas, mag, p. 108, 
fig. 2; Wilckens 1992, no. 106, p. 63. A daubie- 
headed-eagle silk textile at an unkitowa prowve- 
nance but possibly from Bayy in Lran, and 
particuliarly close to the present fabric, has 
been given both Hispano-Islamic (Berlin, 
Kunsrgewerbemuscum, Wilckens 1982, no. 
I05,pp. 62-63, first half of che reveltrh cencur) 
and Byzantine attributions |Eiggisberg, 
Abegg-&rittung; Oravskr and “Abbas 
Muhammad Salim 190, na. 40, pp. 13436; 
eleventh ro terelfth century). 
Fourlas 1984. 
„As shomn ca the toorstoals ot Ermperor John 1 
Kantakouzenos (John Y1 Kantakouzenos, 
1 Pealagicai Vorks, 1370-75: Paris, Bibliothegue 
Matianale, Ms. gr, 1zq2, fots. ș, 123%; Paris, 
Byte, 1992, 10. 355, Pp. 419, 461). 
For exariple, the Lian Strangler salk, als trom 
the romb of Saint Bernard oi Cald (firsr halit 
of relith centurș;, New York, Conper-Heveiir 
Museum; New York, Al-Andalus, 1902, pp. 320, 
105, n. 88). 


ll 


> 


+ DR) 


hui 


10. May Loi7; Serjeant 1972, pp. 165-768; Mem York, | 


Af-Andaius, 1a92, pp 105—13. Dor the availabiliti 
ot Hispana-Islamic silks în medical Egypt, see 
Goitein 1967-83, val. 1, PP, 102, 22225, 


II. Siguilicant in this context 5 Calph al-l lakam's 
request ot about gs ro the Byzantine ernperer 
for a meosaicist lor che Cordoba mosque (Ei. Stern 
Ia7&, pp. 2, 43—4, also Shepherd 1952. p. 14). 


LITERATURE: Welhel rosz, no. 66, p. 94; 
Srarensier 952, 0, LIV, pp. 647-390. 


271. lextile with Roundels of 
Elephants, Seumarvs, and Winged 
Horses 


Eastern Mediterranean, rIth or 12th centure 

Sul; vctt-taced compeaund raill (samite) 

ŞI X 32.5 CM (20% % 13% in.) 

PROYEHANCE: Munastery ot Santa Maria de 
PEsray, Caralonia, Spain. 

Cooper-Hewitt, Nanonal Design Museurn, 
Smuithsoman IÎnsutuaon, Mea York, NY. Driven by 
John Pierpont Morgan, from the Miguel + Bacha 
Collection (1302-1-122) 


Of the six fragmenzrs of this textile that are 
known, the Cooper-Hewitt piece 15 thc largest 
andl really the only one ta provide a îme sense 
of the variations and consistencies of the 
repeat pattern. Other frapments belong to the 
Musea Nazionale del Bargello in Florence, 
the Musce de Cluny in Pans, and the Museu 
Texul i d'Indumenrăria in Barcelona.! A frag- 
ment in Berlin supposedly destroyed in World 
War LI appears to have been two fragments.* 
On the basis ot the vertical sequence of animals 
(the tourth roundel of the Bargello fragment 
show's that the winged horse repeats), the 
alternation ot the animals orientatian, and 
the matching, irregularities of various cut eclges 
and sewing marks, it is possible to partially 
reconstruct the original positions of the six 
fraginents.* I he curvature pf the lower edges 
ot the Bargello and Cluny fragments, which 
originally Hanked the Cooper-Hewiitt piece, 
suggests that the fabric was in the form ot a 
chasuble when it was cut up. 

The rows of pearl roundels and the fan- 
tastic creatures within the roundels, particii- 
larly the winged horses and sezmzaros (a hybnă 
of quadruped and bird), recall Sassaman tradi- 
tion în Iran, where such animals may have 
served as spmbols of royalty or divine protec- 
tion.* Popular usage ot these fearures contin- 
ued in Isiamic times, most notably in Central 
Asia and the eastern Mediterranean. În the lat- 
ter case the context may have been either 
Islamic or Byzantine, lor although surviving 
Byzantine textiles of undisputed origin 
(undisputed on the basis ot imperial inscrip- 
tions, Christian and pagan iconography, and 
heraldic motifs such as double-headed eagles, 
most often on a ground of imperial purple) 


de not employ such elements, the depichions 
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Of rexules in Byzantine art make it clear that ar 
least the pear! roundel and the winged horse 
were part of the established visual vocabulary: 

The attnbution of this textile rraditionally 
has been either to Byzantium or to Spain, 
with a date in the tenth or eleventh century.” 
Priscilla Soucek, nating a series of similar 
representations in Armenian art, has assigned 
me texzle to the eastern Mediterrancan on the 
basis of the mixture ot lranian and Byzantine 
influences, dlating it to the eleventh or txelfth 
century.” 

The textile 1s difficult to place because it 
rellects a taste popular throughout the Mecdh- 
terrancan area and the Near East during the 
eleventh and răelith centuries, În woven struc- 
ture and material it betrays no locality of ori- 
gin. În palcire it relates to no group, though 
in iconography and style, to many. Srylistic 
connections to Spanish material are notably 
weak, except in the most general terms. The 
closest srylistic link is to the famous Aachen 
elephant silk of the eleventh century —hence 
the Byzantine attnbution. But the far greater 
sophisnicauon ot the elephant silk suggests 
that the Cooper-Hewitt textile 1s unlikely, 
even 1f Byzantine, te be an imperial product. 
A group ot seruri silks also aftorils a good 
comparison in terms of design, but these are 
considerably earlier and may well not be 
Byzantine.? 

Other examples urge us ta look bevond a 
Christian mulieu an to consider an Islamic 
cuntext as well. An early roundel type with 
mounted Amazons hunting quadrupeds, 
attrbuted to eighih-century Syria and fol- 
loving an earlier polychrome model, may 
be found in three otherwise identical versions: 
with Futtering, scarves, with a cross placed 
between the fluttering scarves, and with an 
Arabic inscription instead ot scarves, Lt has 
been suggested uiat these represent prod- 
ucts of different workshops,'“ but it seems 
equally likely that rhey were produced in 
one or several workshops for various markets, 
both Islamic and Christian. 

An eleventh-century Armenian painting 
shows King Gagik-Abas of Kars wearing, a 
robe adorned unth pearl roundels with ele- 
phants and! ibex. The robe has zrraz banda 
with Kufic letters at the upper arms, incicat- 
ing an Islamic origin. Perhaps it was a gift 
from the caliph or from an emir. În any 
case it demonstrates that a pattern popblar 
in Byzantine circles mav also be linked to 
Armenian and Islamic contests," Tinaliy, a 
tourteenth-century Byzantine manuscript 
includes a depiction of a rube featuring tan- 
gent roundels containing, pairs of addorsed 
lions.'* A closely related but slightly earlier 
textile vas made in a purel Islamic context; 1t 





bears an Arabic msenpuon whuch suggests that 
it was made tor the Seljuk sultan Kayqubad ibn 
Raykhusraw (£. 1219-—37).'% The same goods 
must at this time have appealed both ro 
Byzantine and ro Islamic tasres. 

The pronounced simularities between tex- 
tiles made tor diferent markets implies a con- 
sistency of taste in the eastern Mediterranean 
region that transcended cultural and rel:- 
gious boundaries. In the absence of specific 
lentifying symbols or concrete technical 
evidence, it may thus be uniwise to link such 
textiles to a particular culture. 

DI W 


i. Xluzeo azirmale de! Bargello, 634 ;£, in Milan 
1993, nn. şi (entry bi Anna Canradini, with ref- 
crences); Musec de Cluny, 22.878, unpuhlished; 
Muscu Textil i d'Indumentaria, 32,942, în Rome 
1994, No. 34 [entry În” Maria Carlotta Frovmaric+, 
veuth further references), 

2. Kunstgew'erbemuseum, 91.157; color drawing, în 
Falke, Kentgeseeielate, 1913, vol. 2, p. 11, Îl. 237. 
P'horographs trom Berlin in the Coaper-IHeowrtt 
île sia just ta small fragments, so Ialke's 
ilhastration must bc a graphic reconstructian, 

3, Lam grarctul to Milton Sonday for sharing mnth 
me a reconstruction he mase some *cars azo at 
all but the Berlin tragments, 

4. Sec Soucck, în Ann Arbor 1981, no, 2, pe 24, 

ş. Starensicr 1982, C5p. his. 16, 22, 24 30. 

&. Tu Byzantium: Pasco + Mensa rgoo, Falke, 
Foumiţgescicite, 1013, Wulbul vşsz. Io Spain: 
Shepherd og: Beckanrh rara, p. 341; 
Contadinu, in Milan 1994, rio. zi, cite aboee; 
Pomana, in Rome 1994, nG. 34, cited above. 

7. Sec DOE 4. 

8. Murhesius 1984, pp. 241-53, igs. &, 9. 

9, On chis group, see Riboud 1975 and Marzintani- 
Reber, în Paris, Byzance, 1392, NO. 281, 

10. Sec Heckoriih 1g7q. p. 345, iza, 15, 16. 

11. Der Mersessian 1978, pp. 108—9, fig. 7ș. 

12. Sec Paris, Byzance, l992, NO. 331. 

13. N. Ettinghausen and Grabar 197, pp. 382-83, 
fug. 4or. 


LITERATURE: Pasco y Mensa 1000, pl. 16; 
Shepherd 1943, pp. 332-663, Bg, 1; Vebhel rosz, pi. 96, 
na, 64; Ann Arbor 1981, no. 2 fentr by P. Soucek), 


EXHIBITIONS: Worcester 1937, no. 147: Boston 
1940, na. 84: Baltimore 1947, na. 772: Ann Arbor 
1081, DO 2, 


272. Bowl with Eagle 


Fatimid | Egypt), ca. rooc 
Glazed and luster-painted cartherzare 
DILAM. 25.4 CM (10 In.) 


SIGNED: “Afiuslim” 
LaNDITIGN: The boul 18 reprzired. 


PROYENANGE: Farmer în the Walter I [auser 
collection. 


The Merrepoliran Museum ci Art, New Lork, MY. 
Uitt ot Mr. and Mrs, Charles E. Wilkunson, 1963 
63.178.1) 
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The ceramist who made and signed this out- 
standing bowl— once beneath the bird's 
right talon on the interior ot the vessel and 
again on its foot — was active about the year 
1000. Although it was common practice far 
potters of the Fatimid period (9869-1171) to 
sign the objects they made, Muslim 1s the 
only such artisan whose work can be precisely 
dated. Muslim chose a long-popular motit for 
his principal decoration, a heraldic eagle with 
spread wings, claws, and a tat]. Used as the 
insignia ot the Roman legions before passing 
from the Roman into the Byzantine repertoire, 
the eagle became an impontant decorative manf 
on objects created by and for the Christian 
population in Egypt before the Arab conquest 
in 641. As the Muslim conquerors fell heir to 
the Greco-Roman trachtion, so prevalent in 
Egypt at the time, it is not at all surprising; to 
find this motif adapred — note the bcak and 
tal! feathers terminating, in a vegetal design — 
on the present work. 

This vessel and the one discussed below 
(cat. no. 273) are both decarated by means 
of the luster-painting technique, ane ot the 
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most important contributions of potters 
working under Muslim patronage and one 
that left a permanent imprint on the ceramic 
industry in general. Potters active in the 
Byzantine realms never worked în thas tech- 
miquc. Because 1t waș a caretully guarded 
secret passed trom father to son and traveling 
to another Muslim counrrp only when the 
center ot power (and thus the patronage) 
shifted, Byzantine ceramists most likely never 
had the opportunity to learn the technique. 

Byzanține patrery 1$ usually cruder and 
far less refined than that produced contem- 
porancausly in the Islamic world. Indeed, 
the most prevalent decorative techniques 
used in Byzantine ceramuics are those found 
on the more common or provincial types ot 
Islamic pottery. Is this an accident of his- 
tory: Were the Byzantines more interested 
in vesscls of precious ar base metals than în 
those of the cheaper, more fragile carthen- 
war? Or were Byzantinc potters simply less 
adventurous and less capable than their 
Muskm ne:ghbors? 

M-M 





LITERATURE: Grub 1965, p. 214, fig, ai; L.ukens 
1965, p. 7, fig. &; Jenkuns 1ş68, p. 367, fig. 2; Jenkins 
1975, p. 8. colarpl.; Jenkins, “Islamic Porter.” 1983, 
p. 13, n. tr; Tokyo rgÂȚ, PR. 23, 25, 00, 13, 


273. Bowl with Coptic Monk 


Fatimud (Luxor), second half ot 1rth century 
Glazed, luster-painted, and incised composite body 
H. g.6 cm (3% in), DIAM. 22.3 cm (8% in) 


CONDITION: The bowl îs repaired, 


PROYENANCE; Found near Luxori:); Dikrari 
Garabed Kelekuan collectian, 


The Board ot Trustees of the Vicroria and Alberr 
Museum, Lomlon, England (c49-1942) 


Reputedly found in Luxor, Egypt, this bowl 
15 the only extant complete luster-painted 
bowl produced under the patronage of the 
Farimid dynasty (969-—1171) that bears a 
Christian subject as its sole interior decora- 


tion, A figure with a goatee and wearing a 
cowl or hood carries in his right hand a large 
lamp suspended from three chains. 'To his 
left can be seen a representation of an ankh, 
the ancient Egyptian hieroglyphic sign for 
fe, which the Christian Egyptians, or Copts, 
adapted ta their new faith? 

Alrhough we know that the market both 
for the bowl and tor wo related fragments 
was Christian, we cannot even speculate about 
the religion of the artisan or artisans who cre- 
ated them. Cairene society was at this time so 
pluralistic that all guilds most likely included 
Mushms, Chnstians, and Jenars.5 

The principal decoration on the exterior of 
this bowl consists of the Arabic word sa, 
repeated twice. This bencdiction, meaning 
“good luck: “good tortune” or “good omen” 
appears as part ot the decoration on a group 
of forty-sIx objects created during the Farimid 
period that has been dated to the last half of 
the eleventh century on the basis of compar- 
1sons with the decoration on darcd or datable 
textiles from the period.* Further substan- 
tiating, thus dating is the fact that a bowl of 
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very similar shape, technigque, and snyle was 
found set into the facade of the Church ot 
San Sisto in Pisa, which was built and deco- 
rated between 1070 and 1088. 

M [A 


1. To tragmentary luscer- paine objects pf The same 
period mith Christian subject matter are kuioweri: 
cae, In the Muscum of Islamic Art, Cairo tace 
Cairo 1930, pl. XXX11.2); and a scecnd trazment, 
in th: Staarliche Wluscen zu Berlii, Museum 
fir Islarnusche East, 

2. Contrary tu the opinion ot Conradini (in Phillips 
1995), the representatian te the uznk's left îs not a 
cypress trec, and the object held în his right hand 
is tot a censer, For the lamp and the censer, see 
|. erou, Masuscrats cutter, roza pl. 5%, 3, 4. 

3. Țenkins 1972. 

4. Jenkins, “bad” 198ă. 

„ The first ro make this comparison was Arthur 

Lane (1947, p. 22). 


Fa 


LITERATURE: Kelekuan 191, pl. 6; Butler 1926, 
p. șa pl. XI; Lane 1947, pp. 22-23. pl. 26a; Caiger- 
Smith 1973, p. 37, pl. B; Fehervari 1985, p. toș; 
Jenkins, “Sad,” 1985, pp, 68-69. tg. 5. 
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274. Single Gold Farring 


Islamic (Greater Syria), first quarter of 1th century 


Gold: tabricared from wire ard sheet, decorated with 
granulacion, originally aurhined wirh srrung pearis 
and or stoiies 

H. 5.3 cr d2l4 in.) 


[ROYVENANCE: CkTave Homberg collection. 


Benaki Museuru, Athens, Greece (1820) 


This single earring consists ot three octagons 
constructed from a series of round wires 
laid side by side and bordered on the outer 
cdge by granules and on the inner edge by 
flattened plain wires bent into $ curves. 
Each of the octaganal frames supports an 
openwork quadripartite hemisphere con- 
structed of granulated round wire, sur- 
mounted by coiled wire holding a large grain, 
and tramed by four evenly spaced loops tor 
stringing pearls or semiprecious stones. 
Additional loops for stringing; frame the 
lower portion of each octagon. The intersti- 
tial areas are decorated with $ curves contained 
within wire borders and with granulated 
vegetal designs. Fach of the openvork areas 
15 supported on the reverse by small gold 
strips. 

Four other such earrings are extant. One, 
found during the excavation of a ship that 
went down ott the Turkish coast about 1025, 
suggests a dauing for all five earrings to îhe 
first quarter of the eleventh cenrury.! All five are 
ot the basket wpe (see also cat. nos. 168, 169, 
2758), and all five incorporate features char- 
acteristic of Fatimid goldsmiths' work (see 
also cat. no. 277). This group may provide not 
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only the dare ot the vogue for basker-rype 
earings but also prouf of their Islamic origin: 
examples ot such earrings have been vari- 
ously dated and atiributed over the years 
both to Byzantine and to Islamic jewclers. 

An Islamic attribution is further supported 
by a treatise by the eleventh-century author 
Ibn Zubayr, which discusses at lengrh “a 
splendid gitt of enormous value” given ta the 
Byzantine king Romanos | Diogenes in 
IO7I that included “unusual, very beaurifullv 
fashioned gold jewelry.”* Thus description, 
together with the fine craftsmanship of gold 
jewelry made in Egypt and tureater Syria 
during the eleventh century, and the fact that 
jewelry ot the same period produced in the 
Eyzantine realms 1s renowned more tor its 
work in enamel than in gold, would lend sup- 
port to an Islamic attribution for the basket- 
type category in general. 

MĂ ]- MĂ 


1. See the pair af earrinps in Cache de la Ferti rpâi, 
vol, 3, na. 215, pl. 44; lor a single ornament, cur- 
rentIy in the Bodrum Museum (Bodrum, Turkey), 
see Jenkins, “Jewelmy” (torthcoming); and for 
another single earring, see Rudolph ani Rudolph 
1973, TO. 197. 

2. (gaddunii 1990, pară. 164, pp. 9405. 


LITERATURE: Scgall 1938, no. 252, pl. șo. 


ExHIBITION: Athens 19064, 10. 4qq. 


275, Earrings from the Tiberias 
Hoard 


A. Pair of Earrings in the Shape of Gaariic 


Cloves 

[slamic itarcater Sina ar Egypt), betore 1036 
Gold: fabricare trom sheet and wire 

H, 2.1 Cr (A 1.) 


The Israel Museuri, Jerusalem, Israel (rA4 742135) 


These earrings and the following, pieces of 
Jevelry (cat. nos. 275B, 276) were discovered 
In 1973 during an excavation in Diberias. 
Fortuenately for the art historian, they were 
found in an unglazed earthenware vessel that 
also contained sixtecn gold Islamic coins 
(dinars) minted during the Tulunid, Ikhshidid, 
and Fatimud periods. The latest coin is dated 
A.H. 427 (AD. 1036), thus providing us with 
a terminus ante quem for the burial of the 
haard.! Because of the technical and icono- 
graphic similarity ot these pieces both to 
those in another cache discovered în present- 
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day Tunisia vath a ternunus ante quem of 
1044-45” and to that found during, the 
excavatien of 2 ship that went down on the 
Turkash coast about 1023, we can assume 
not only that they arc closcely related chrono- 
logicaliv bur also that they can be sately 
placed in the first half of the eleventh century 
or shghuly later. 

Each ot the present pair ot earringe 15 
constructed af mo sheets ot gold joined ar 
the edgres. The sole decoration consists of 
three loops evenly placed around the outer 
edge ot each earring for the stringing of pearls 
or semiprecious srones or for the suspension 
at smaller gold elements or beads. 

Several rwelfth-cennury trousseau lists from 
the Cairo Geniza (literally, a repository ot 
discarded writings), an invaluable source for 
the study of Mediterrancan history from the 
clevenrh rhrough the mid-thiriecnrh century, 
MENTIONn 24797 bilag tu (pair of carrings ot 
garlic-clove shape), One such list from 1156 
and another from 1186 give the price ot 3 
dinars for such a pair; a third, also from 1186, 
states the price of 4 dinars. An earlier list, 
from 1110, enumerates “golden garlics” în an 
inventory of jewelry, leading $. D. Goitein 
to suggest that earrings in this shape were 
so popular that the word garhc was used in 
lieu of the word egrring.* 

The value of a dinar during the period of 
the Caro Gseniza was equrvalent to approxi- 
mately 100 dollars; 2 dinars was considered a 
suficient monthiy income for a lower-midd]le- 
class family.* The brides whose trousseaux 
are cited cherein werz thus from families of 
some means. Difterences in the type of deco- 
ration may account for the variation in price, 
The six known centemporaneous individual 
gold earrings of thus type exhibit a variety of 
ornamentation.€ 

Were the same goldsmiths in Greater Syria 
or Egypt making the zapj bilag tbum for local 
Muskrn, Jewish, and Chnstan chents or tor 
sale ro Christian consumners in Constantinaple? 
Or was a Byzantine version created indepen- 
dently on Byzantine soil? If a Byzanune ver- 
SION Of Za? frig Thu ras created in urutation 
of those being made in the Fatimid realms, 
the only known pair of carrings that îs similar 
enough ver different enough, and thus might 
qualify for a totaliy separate arca of produc- 
tion, 1 one în Athens.7 

M I-M 


1. Lester 1987, p. 22, 

2. Marcais and Poinssot 1952; Jenkins, “Mamluk 
Jeweelry, sgâ8. 

3, Jenkans, “ewelre” (torhcamingi, 

+. Coirein 1967-83, vol. 4, p. 208 n. 41ă, 

3. kaoitein 1967-83, vol, 1, p. 330, 


6. Muscum of Islamic Art, Cairo, acc. N. 13297172 
(unpublished), Hasson 1987, nos. 95-07; 
Bahgat and Gabriel 1921, pl. ixx (upper let); 
anul cat. no. LI, 

7. Kuxhe de la Fortt Taz, vol. 3, pl. qq, fig. 218. 


LITERATURE: Lester Ig$7, pp. 26-27. 


B. Pa:r ot Basket Earrings 

[slanic [Larearer Siria ar Egvpt), betare ro36 
Gold: fabricated trom sheet, pierced and decorated 
arirh teste vre and granulaturi 

HI. 2.6 CF (1 1.) 


The Israel Museurua, Jerusalem, Îsracl (144 742139) 


This pair of earrings, which belongs to the 
group known as the basket tepe, discussed 
above (sce cat. no. 274), is constructed of five 
hemispheres decorated with rwisted wire 
and granulation. A second, almost udentical 
pair 15 în the collecuion of The Metropolitan 
Museum ot Art (cat. no. 168). Only minor 
differences distingiush the two pairs, and 
because such slight variations do not war- 
rânt attributions to two separate cultures, 
we posit that the two pairs of earrings were 
made în the same area at about the same 
TIme. 

It is, of course, possible that basket-type 
carrings were produced in cosmopolitan 
centers within both the Islamic and the 
Byzantince cultures, but the fact that some 


basket-repe earrings exhibit the classical 
Fatimiu vocabulary (cat, no. 277), couplecd 
with literary and physical cvidence, should 
perhaps make us more conhdent about 
attributing, this entire mepe to the Muslim 
world. Maybe basker-mepe sarrings should 
be eguated with the “pair of small ones, cups 
|carrings]” mentioned in 2 document of 
1146 in the Cairo Geniza and henceforth be 
known by the rubric caps rather than 
basket? M ]-M 


1. Jenkins and kecne 1983, p. 70, ne. 39b. 
2. GOI 1967-83, POL. 4. p. 327 1. 126. 


LITERATURE: Lester Igă7, pp. 24-26, 


276. Ring from the Tiberias Hoard 


Islarnic (Greater Siria or Epwpri, before 1036 

Gold: tabricated trom wire amd sheet, decorated vrith 
granulatie 

MAX, DIAM. LS CI (Sin) 


The Israel Museum, Jerusalem, Israel (IAA 74-2140) 


This gold ring belongs to a group of seven, 
all closely related in style, technique, and 
decoration.' Harking back smylisrically to 
Early Islanuc hollow gold and silver rings, 
whuch have been shown to have Raman 


antecedents,? the rings are crafred in to 
identica! sections joined vertically along 
each side of the high bezel and continuing 
around the outside of the shank. The table 
of the bezel was added separately, and a gold 
sheer was atrached to the inside of the shank 
tor strength and for wearning comfort. 

The Cairo Gremza documents (sec cat. no, 
2754) refer ro filigree-executed decoration as 
musbabbaă (latricework), and as this term 15 
often used in the trousseau lists in connection 
with rings, especaliy gold rings, such orna- 
rents must have been popular in Egypt at this 
nme.5 The manner in which rhe decoration 15 
executed and the principal design elements 
employed on the ring shown here — namely 
the S curves and îhe pranulared openwork 
arabesque designs formed ot paired twisted 
wires, all supported by small strips — are 
characteristic of gold jewelry produced dur- 
ing the first half of the Fatinud penoă, or 
about 1050 (see cat. no. 277). 

The style of all seven nngs and the matits 
used as embellshment are foruid in other tech- 
niques as well. Tiyo early medieval Islamic 
rings, one execured in gold and the other în 
silver, share a hollow form and high bezel 
as well as closelv comparable arabesque designs 
with niello inlay,* and a Western ring from 
the secund half of the elevenrh century 15 exe- 
cuted in champleve enamel (cat. no. 3410). În 
all these examples the high bezel is made 
even more rakush by the addition ot an inset 
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stone, The gold and silver rings, whuch sere 
durcctlv inspired by the Hlgree examples, are 
set, respectively, with a turquoise and a car- 
nelian sealstone; the ring in champleve enan- 
cl, which shosss the mHuence of the Fanmid 
Aligree-execured rings, 15 set with a sapphire. 
M ]-M 


I. Hassan 1987, nas, 05-10; Metropolitan Xluscum 
Gt Art, acc. no. 1oă2.z10ș Jenkuars, Islaz Art, rg5a, 
p. 54, Segall 1935, no. 296, 

2. Jenkins and Keene 1983, pp. 16-17, 

3, Cuntein Ipf7—83, 0, 4, pp. 2101-12, 

+. Far the gold example, see Washington, D.C, Isere 
Metalieri, 1085, Da. 8, PP. EI, 82; the silver exam- 
pile, 1 the Vaca colectie, New York, acc, No. 
Jereră, 15 um pulalishued, 


LITERATURE: Lister mp$7, pp. 23-24. 


277. Pair ot Earrings 


Islamic ţCrreater Aria), th centure 

Lrald: fabricated hom wire and shect, decorate marh 
granulatian, originally cnutlined th strung prearls 
Au fa SEC 

25% 3-3 cm (inj 


The Merrepoliran Wiuscurm af Art, bcw York, s.Y. 
Purcliase, toutts in memory ot Richard F.ronghausen, 
aul Harris Brisbane Thick Fund, 1979 
[1979.278.2a,b) 


The most claborate extant example of filigree 
and granulation work from the Fauumuct 
peria in Egxpt and Greater Syria (969 - 1171), 
this pair ot carnings 15 illustrauve both of the 
most characteristic goldsiruth work and of 
one ot the most popular shapes for jewel 
of the penod — the ial, or crescent. 

Each carring consists of two openwork 
faces connected by a horizontall ahgncd 
section, thus forming a crescent-shaped box. 
The faces were originally framed with five 
evenl spaced loops, through which pearls 
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Or semiprecrous stones wert strung. Lhe 
openwork surtace behind the loops is formed 
ot flattened plain wires bent into 5 curves, 
The central area ot each face and the outer 
borders of the vide horzontal edges are con- 
structed at paired twisted wires worked into 
arabeseque designs, with granules lining the 
crevices; the openwork areas arc supported 
on the back by small gold strips. 

This basic vocabular: — a box construction, 
rings for stringing, openwork $ curres and 
arabesque designs supported wurh small 
strips, and the crescent shape aselt— seems 
to hare dominated jewelry producuon in 
the Faiimid world into che second half of 
the eleventh century and perhaps later. The 
influence ot this vogue was widespread. 
Goldsmiths warking under the Mamluks 
(1250-1317) adapted this vocabulary, as 
did jewelers ol Nasrid Spain (1232-1492), 
whule echoes reverberated in Rus, Ortoman 
Turkey, Mogul Ludia, and North Africa. 

M I-M 


1. Jenkins, "Wamluk [emrelne” roagă. 
2. Jenkins, ” Fatirniil 1988. 


LITERATURE: Jenkins anul Keene 1p83, pp. 8, 86. 


278. Pendant 


Islanuc ţEşrpnan;, th centuri 

Gold: fabncated from are and strips oi sheet; ser 
th cloisonne ename! aul rurguoise;, orwarialiy 
outlined with strung pearls arul or stones 

4ă % 3.5 CT (Tr UL) 


COoKSDLITICK: The pendant 13 repare. 
The Merropolitan Sluscum of Ar, New Vork, NY, 


Theodore M. Lhaiis Collecnon. Beguest ot Theodore 
MĂ, LXI%15, 1813 [30 04.47) 


“| Khatur al-Mulk] had tald me at an earlier 
date that the Byzantine king Michael had 
offered to the Ladw, the mother of al-Imam 
al-Mustansur bi- Allah | Fatimud caliph, 

r. 1035-93], five chests [dat] ot jewelrz enam- 
elecl | rzzzra Bizare | with glass in fre colors: 
deep red, snow white, jet black, sky blue, deep 
azure. It was fashioned in the best goldsmiths 
work |stvagiial ], [is decoranon [pag] vas 
inlaid th finest crafismanship”" 

This eleventh-century source documents 
that these enameled jewelry items were sent 
as gutts trom Byzantium to a Mushm ruler 
along with an enameled gold Rumu girdle 
and one hundred gold vessels inlad with 
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cnamel.? The aurhor îs silent, however, 
regarding cnameled jewelry or anv other 
enameled objects moving in the upposire 
durecnon. 

Additional contemporary information 
about enameled objects 1s provided by che 
trousscau ksts among the Cairo tseniza docu- 
ments |see cat. no. 273), which mention 
enameled bracelets, pins, and elements that 
form a tiara. $.D. Gaoitein has suggested that, 
because enamel (înina) is never specifically 
described in tis reposirory, the gpoldsmirhs 
in Egypt did not themselves make the enamel 
but boughi it ready-made in the sug.? 

These facts, together with the paucity of 
enamel work attributabie ro the Muslim 
world betore the Late Islamic period and the 
abundance of enameled jewelry and other 
gold objects from the Byzantine world, lead 
ance to wonder whether the cloisonne-enamel 
placţues on Fatimuid gold jewelry were made in 
Muslm lands or imported into Syria or Egypt 
for use in the manutacture of this jewelry, 
The present work and a pair of earrinps 
with enameled insers in The Metropolitan 
Museum of Art (car, no. 210) appear to sup- 
port the latter thesis, 

The pendant incorporates in its goldwork 
the basic vocabulary that dominared jewelry 
production in the Fatinud dornains into 
rhe second halt ot the eleventh centurr and 
perhaps later (see cat, no, 277), except that 
rather than using granulation to highlight the 
îherec decoranan, the goldsmith inscr a placue 
ot cloisonnc enamel as embeliishment. The 
translucent green anul opagque white anul red 
enamcls appear to have composInONs CONSIs- 
tent with what is knowm ot ISlaruic glassmak- 
inu and glazing technology vf the perivd.* 

The crafisman who made the pendant 
dud not use the setuing he designed to secure 


the plaque. Insread of placinp the plaque 
against the back ot the enframing misted 
wires and then securing, i with a filigreed 
back, he constructed the entire ornament 
minus the enamel. Ihe only way an enamel 
plaquc could then be ncorporated was to 
acld one that was smaller than the opening. 
And the only way it could be secure was 
by means of an adhesive.f 

Why would a jeweler capable ot produc- 
ing, a filigree object of tlus quality nut plan 
ahead? Perhaps because he did nor execute 
the enamel work himself but instead boughr 
it in the sug anl set it into an already finished 
pendant, a scenane Goirein felt was implied 
in the Geniza documents. Ivo other pen- 
dants in the Metropolitan Museum, each with 
a similar overhanging frame for the enamel 
plaque, support such a theory. One (1974.22), 
composed ot fine Hligree work highlighred 
with granulatien, has lost its cloisonne- 
enamel plaque; the seconil (1970.76), ot 
even fincr filipree and granulation work, 15 
now set with a piece ot glass where the enamel 
would originally have been. It cach plagque 
had been sized and properlv ser as an inte- 
gral part ot the pendant, it could not have 
becume dislodgzed unless the entire orna- 
ment was taken apart or broken, Ihe tact 
that the pendant now set with glass has 
remained intact full supports rhis theory, 


Al | i 


E. Qaddunui 19g0, para. 97. p. yo. 

2. Ibud., paras. 62, 82, pp. ba—63, Bay. 

3. acute 1g67—83, 01. 4, pi. 208. 

4. Llus informarion, ard that for car. no, 210, as 
provided by Mark T. Wypyslu ot the Deparement 
at Objcuss Consenvation, The Metropolitan Wuseurn 
af Art, after he had done surface analvses on the 
enamel placues using energw-dlispierăriee X- Tai spec 
trometn (EDS). Mr. Whpuski states rhac such 
Islamic-tpe enamels were nat used exclusivelt cn 
ehjecti manniactured ii che Muslim score înar 
have ben tound cn Bezariciue as mel as medical 
Limoges enameled objects. 

ș. Thus intormatican sanul that cm Wletropolitan 
Museum tf Art 1g7q.22 anul ra7e.7& (discussec în 
the present entry) and cat. no. 210 was provided 
bre Pere Dandridge of the Department ot Objects 
Conservatian, The Metropolizan Wuseuri cf Art. 
Lo date, no Farirnid jewelre geci sit a clensorurui- 
enamel plaquc has been found thar utilizes the set- 
ung diesipried ro secure 1, 


LITERATURE: Feruier 1931, pe 2, ius. Ras 
19+0, pp. 15-67; Dimand 1944, p. 147, Îig. 8; 
Merropolitan Musezm of At Bulictin 1 (Spring 1975), 
p. 8. culorpl.; Jenkans anii Eeenc 1982, p. 255, n, 20, 
pl. Six; Jenkuns and Keene 1883, p. to, zi, az, 

p. &1, calorpl.; Jenkins reg, p. 79, illus. 





279. Pair of Gold Earrings 


Islacnic (Andalusia], late rzch cenrure 

Cold: fabricated from mare and shect, decorated unit 
granulation; originale ouiined vrith strung, pcaris 
arul for Stones 

H, vath ir ș.ă cr (2 ra, ] 


Renaki Museum, Athens, Creeue (1862) 


This pair of earrings from the westernmost 
region of the Islamic world clearly exhibits 
a techrmical indebtedness to the jewelers an 
at the Fatimid perică (969—n71).! The basic 
vocabulary of eleventh-century goldsmuths” 
work from Egypt and Greater Syria 15 also 
found on these ornaments made in Spain 
during the following century. Not only do 
they exhibir box construction and loops tar 
stringing pearls or semiprectous stones, but 
they also bear the bijai, ar crescent shape, 
popular during the earlier, Fatimid, penod. 
Decoration executed in filigree and granula- 
tion, prevalenr în the latrer periul, contin- 
ues here as well, but instead ot being; lat 
on a strip support and thereby creating the 
more common openwork designs (see, for 
example, cat. no. 277), the wnires here are laid 
on gold sheets—a considerably less labonious 
method of construction than that emploved 
an the best Fatimadl pieces. Further simpifi- 
cation was to continue in al-Andalus during 
the Nasrid period (1232-1492). Anticipating 
a charactenstic of Nasrid jewelry 15 the use 
ot granulation to silhouerte motifs, in this 
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Pair of earrings from Crete, Nacional 
Archacologacal Muscum, Athens 


case the Arabic inscription.? Executed in a 
tpe ot naskiz script peculiar to Spain, it reads, 
“In the name cf God, the Merciful and the 
Compassionate; May God bless the Prophet 
Muhammad.” 

As to the prototype tor the configuration 
ot the carrings, onc must look back even 
further, ro a pair ot earrings manufacrured 
in Crete before the Byzantine conquest in 
oâ1, whule țhe island sas sull under Arab 
domination. These arnaments (sec above) 
not only share with the earrings from 
Andalusta the same semicircular profile but 
the+ incorporate Arabic inseriprions as well 
as triangular protrusions from the outer eclge 
Of each ornament; the last ra:o fearures arc, 
however, executed in difterent techniques. 
Other examples of the earler mepe are a pair 
from Berlin (car. no. 167), a pair n the British 
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Museum (cat, no, 166), and two single ear- 
rings in Preslav (cat, no, 2284,B). The paur from 
Berlin is particularly close to the present 
pair, though made more than two centuries 
cearher: they are executed mainly in gold, 
their principal decoration îs an inscription 
(in areek rather than Arabic), and they bear 
a figuural design above the calligraphy that îs 
contained within the inner curve of rhe bila. 
Although acquired on the Paris art mar- 
ket, the present pair of earrings 15 so very 
similar to a pair found 1n Majorca, int a pot- 
tery jar together with other jewelry and gold 
and silver coins mimed at the end of the 
cxelfth century, that we can assume they 
were made in the same workshop at approx- 
imately the same time.* M I-M 


1. See Jenkins, “Fatimid” 1088, tor a discussion ot 
Fatimud influence an earlier &parush jeveln; ot the 
Umaad period, 

2, Jenkins, “Mamluk Țeelre 1988, pp. 35-36. 

3. Jenkins rez, pp. 73-80. 

4. Xe Vork, A -Andaiui, 1oaz, p. 30; Palma de 
Mallorca ggl. 


LITERATURE! Segall 193%, no. 285, p. 179, anul 
pl. 57; London, Avts, 1376, n. 651, p. 388; Jenkins 
1954, Pp. 70-82. 


ExHIRITION: New York, Af-Andalai, 1903, No. 70, 


280. Coin of Qutb al-Din Il-Ghazi II 


Islamic (Mardini, rI81—8z2 (AH, 577) 
Bronze 


Cizerse 
DIA. 33 MU (1 151), 14-40 PI 


IMSCEIBED:!: Abome, in Kufic characters, San” wa 
SABIN WA KHAMASAML'A (seven and sevenry and 
five hundred |a.H. 577, the date]). 


Tura busis facing: the larger, on the left, has dishev- 
eled hair and wcars a chlamys fastened ar the right 
shoulder; the smaller, on the right, wears a similar 
parment and a helmet. Border ot dots. 


Reverse 
LIAM. 35 TON (TI 10), 143 gi 


ÎNSCRIBED: (UTE AL-DIN BIN AL-NASIR 
LIL-DIN AMIR AL-MU MININ HADHA AL- 
DIRHAM MAL” UN MAN YU AYYLRUHD (Qutb al- 
Thin bin al-Masir lil-din, commanuler of the believers. 
Cursed ke Re who dishonors this dirham). 

Border ot dats. 


The American Nurnismatic Society, New Vork, NY. 
(obrerse: rO7r.416.980; LEVErSe: [0T7.216.1024) 


The obwverse clearly derives from a solidus 
OF Herakleios and Herakleios Constantine, 
struck in 613-184. Lhe crosses that surmount 
the crowus on the prototype have been 
removed, anul some commentators have seen 
ini the protrustons an this picce a rendering 
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380, Reverse 


ot the wings on the helmet of Mercury. 
Artukid coppers, as their legends show, are 
totally removed from context. This cota îs 
part of a series whose prototypes are all 
ancient and unrelared to one another. It has 
been suggested that there 1s astrological sig- 
nificance to the entire series read together. 
Whatever the interpretanian, ut 15 clear that 
the prototype has been completely misun- 
derstood, PEM 


281. Bowl with the Ascension of 
Alexander 


Anatohan, mid-rzeh century 
Copper gilt wirh cicisonne and champleve enamel 
H. $ cin (2 11), DIAM, 26.5 cm (Sin) 


ÎNSCRIBED: On rhe inzeriar, below the nm, AL- 
AMIE, AL-ISFAHSALAR AL-RABLR, AL-MU'AYYAD, 
AL-MANSUR, NASIR AL-DIN, RUKN AL- DAVILA 
WA SAMSAAM-MILLA WA BAHA AL-UMMAH, ZA? IM 
AL-ŢUYTUSH, TA AL-MULAK WA-AL-SALAT N, QATIL 
AL-KAFARA WA AL-MIISHRIK N, ALP SAYIN] 
SUNQUR BAK ARBA SULAYMAN DAWUD L8N 
ARTUGQ, SAYF AM R AL-MU'MININ (The preat 
prince and army commander, the fortificd [by God;, 
the xictorioius Nasu al-Din Rukn al-Dawrla, saber af 
the cormmunite of believecs, splendear ot the nato, 
leader ofrhe armics, crown of kings and sultans, 
slaver of infidels and poletheists, Alp Sevinch Sungur 
Beg Abu Sulayman Da'ud, son ot Artug, sword of 
the Commander ot the Fahtul); the exterior inscrip- 
toti, in Persian, 15 illegiblc, 


Tiraler Lanilesinuseum Ferdmandeurm, Innsbruck, 
ANStria 
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This shallo copper bowl, caretully decarared 
with enameling on both its interior and 
exterior, has been the focus of a debate over 
its provenance, date, and significance because 
it i5 the only known enameled object that 
bears the name and tirulature of an Islamic 
ruler. he interior decorative scheme com- 
prises a central roundel showing the Ascension 
of Alexander the Great surrounded by six 
smaller medalhons in which frontalhy depicted 
peacocks alternate with scenes ot animal 
combat. The interstitial zones are occupied 
alternately by palm trees flanked by lions 
and court catertainers. The six medallions 
around the vessel's foar are arranged in 
opposing pairs. Two show grifins attacking 
quadrupeds and two have haloed eagles 
standing on their prey. The remaining ro 
medalhons contain pairs of wrestlers or must- 
clans. he interstiual zones here are decorated 
with palm trees and lions alternating, with 
dancers. Coiortul foliage scrolls fill the back- 
grounds of the medallions and the interme- 
diate zones on both the interior and the 
exterior af the bowl. 

The original reading; of the Arabic inscrip- 
ton by Maximilian Yan Berchem has recently 
becn cmended in turn by Scott Redford and 
Lutz Richter-Bernburg, All three incerpreta- 
tions link the vesscl to Rukn al-Dawla Abu 
Sulavman Da'ud, a Vurkoman ruler who 
controlled che easterm Anatohan cines of Hisn 
Kayfa and Khartpert from 1114 to 1142. Lhe 
poorly written Persian inscription may be a 
maxim.! Although it is documented that the 
bowl entered che Tiroler Landesmuseum in 
1825, Its earlier history 1s unknowrn.? 

Fo features ol the vessel's decoration have 
attracted particular attention: the dancers, 
who otten have been paired with those on 
the so-called Crown of Constantine LX 
Maonomachos (cat. no. 145), and the scene of 
Alexander's ascension, which has been com- 
pared with a relief now in Venice.* Opimen 
remains divided, however, about where 
the bowl was produced. In 1946 Hugo 
Buchtha! noted analogies benween thurteenth- 
century Limoges gemelhons and this bowl's 
medallon scheme, dancers, and spiraling 
vies anul proposed that the French vessels had 
been inspired by the Artukid one. Recent 
research wta the history of gemellions empha- 
sizes theur evolunon witlun a well-establhshed 
European tradition and removes any need 
to ascribe Islamic inspiratțion to them. 
The 1975 study by Y. P. Darkevich tinks che 
Innsbruck vessel with Constantinopolitan 
secular art of the elevenrh and wwelfth cen- 
turies, Although Darkevich's analysis stresses 
the dancers and the ruundel wirh Alexander's 
ascension, the objecrs rhar he pubhshes 


provide parallels for other aspecrs ot the 
Innsbruck vessel's themes, including musi- 
cians, acrobats, birds, and beasts* The silver- 
gilt plate now in Siberia (cat. no, 267), on 
which Alexander's ascension is also depicted, 
ofters yet another parallel to the Innsbruck 
bowl. Redford attributes the objects pub- 
lished by Darkevich as well as the Innsbruck 
bow/l to Georgia.” Thomas Steppan, however, 
finds a connection with Constantinople more 
convincing and suggests that the bowl may 
have been a Byzantine royal gift ro the 
Artukid ruler.ă 

I:5 


i. Yan Bercluem and Strzygcraski rara, pp. 12-28; 


Redlord 1990, pp. 1z0- 24; Ruhter-Bernburg 1995. 


2, Prautl 199s, pp. 67-70. 

3. Yan Berchem and Strzgowska pro, pp. 34sff.; 
Tiarkevich 1375, pp. 1457-55, 178, Îlgrs. 2208-32, 270, 
ai 

4. Buchrhal 1946, pp. 195-958. 

3. New York 1995, pp. 33-39, 40-42, 3860-70. 

6, Darkevich 1975, pp. TOC—117, 164, Îlgă. 1063-79, 
2373, 

7, Redtord 1900, pp. 129—32. 

8. Steppan 1995, pp. 33-35, 


LITERATURE: Innsbruck 1826, p. 20; Migeon 
1907, Pp. 15446, fig. 138; Falke îo09, pp. 23441; 
Yan Berchem ani Strzyguwski 1910, pp. 121-238, 
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34854. pl. 21, fig. 295; Riegl 123, pl. XLYLUI; Maliick 
and Lhetz 1923, p. 583, pl. qsz:3; Zimmeter 1930, 
pp. 23-26; Bărânw-(Oberschall 1937, pp. 73-78, pl. 16; 
L. Alaver 1929, p, tor; Buchrhal 1946, pp. 195-098, fig. 2; 
Sechass 1973, pp. 16264, pl. 130; Sourdel-Thomine 
and Spuler 1973, pp. 303-4, pl. 42: Darkevich 1973, 
Pp- 157-538, 178, figs. 22832, 270, 271; Burckhardt 
1976, p. 114, pl. 97; E. Ettinghausen and Grabar 1987, 
p. 362, îg, 384; Frazer 1989, pp. 86-87; Redford 
i9a%, pp. 11-35; Restle re9+, pp. 25-a, Munich, 
Artugiden- Schale, 1994. 


ExXRIBITIONS: Munich igiz, vol. 2, no. 3056; 
Paris, Pienzie ă Versailles, 1964, pl. Ia; Londot, 
Art, 1976, nâ, 238; Berlin 198ş, na. 1:255: Munich, 
Artuqiden-Schale., Lo$;, Rome 1995, NO. 142. 
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282. Mirror with a Hunter on 
Horseback 


Anatolian, first halt of 13th century 
Sreel, wnh gold inlay 
H. qi CI (UG4 10), DLAM, 20 Cm (74 in.) 


Topkapu Sarayi Miizesi, Lstanbul, Turkey (2 1702) 


This mirror, with its decorated back — the 
sole cast-steel object inlaud with gold to 
survive from thirteenth-century Anatolia -— 
combines unique technical features with 





a widely employed decoranve scheme. Its 
maker 1s thought to have been trained in 
ane ot the Artukid metalworking centers, 
such as Marcdin or Diyarbakir, that special- 
ized 1n casting, altbough the mirror may 
have been made elsewhere.' The central field 
mergzes the themes of a hunter ori horseback 
and a dragon-slaying hero. Lhe mounted 
hunter, with a falcon an one hand and the 
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reins of his horse in the other, has a lively 
hunting dog ticd to his saddle; as he rides, 
a duck flies away and a tox(?) seeks cover. 
Fragments of tile decoration from the 
Seljuk palace in konya offer close parallcIs 
to the pose and costume of thus falconer.” 
Although he appears nonchalant, hints are 
given of the ridler's special powers, such as 
the benediction inscribed în minute leţters 
on hus horsc's harness. The horse îs about to 
trample a coiled serpent underfoot, and a 
pair ot coiled, crossed serpents above the 
hunter's head recalls the use of carved ser- 
pents as guardians at the gate.* The mirror's 
decoration may reflect the long-standing 
Anatolan belef in the power ot a demon- 
slaying; hero to ofier protection against the 
evil eve.* Tr $ 


I- Erginsoy 1978, pp. 4409-62, îngs. 225a,b; 
Tapan 1383, pl. D. 128. 
2, Yetkin 1372, p. 160, pl. Ii. 
4. Purckharăt 1a76, p. 113, pl. gs: COney Bă, 
fig. 31, 32, 
4. Russell sgys, pp. qo—+i; Vikan 1984. pp. 79-80, 


LITERATURE: Washington. D.C. 1966, no. 165. 
PD. 97-85: One 1969, p. 171, fig. 21; Aslanapa 1971. 
p. 288, fig. 222; Inal ipzi, p. uzi, bg. 7; Esin 1976, 

p. 4so, Îig. n; Erginsoy 1978, pp. 4356-62, lips. zasu, 
Erpurie 1080, pl. îș3; Tapan 1083, pl. D. 128, 


ExHIBITICNS: Washington, DA, 1966, n. 168, 
PP. 97-98; Istanbul 1983. pl. D. 128. 


283. Lray 


Syrian or nocrhern Mesopotamian [Jazira), ca. 1240-40 
(Aorrubid period) 

Brass veith silver inlay 

DIAM, dă CT (16 41.) 

CON DITIOHN: he tra retains most i its silver unlar. 


[n ovENANCE: Bought bo the State Hermitage in 
[EcE, 


The State Hermitage, Saint Petersburg, Hussian 
Federation (CA-14238) 


Islarnic metalwork integrating Christian 
iconography was produced in zhe lare Ayyubid 
period, especially in the second quarter of 
the thirteenth century. Eighteen objects of 
difterenr shapes can be included m this group: 
incense burners, tras, cylindrical boxes 
(cat. no. 285), ewers, candlesticks, a basi, 
and a cantecn.! Although rhe raison d'ârre 
tor this miscellaneous group has not been 
discovered, dedicatory insciptions on 
somc of these objects indicate that they 
were not produced for a Christian chentele 
but rather for Mushm patrons. Christians 

in Ayyubid territary— either Jacobites and 
Nestorians or such newcomers as former 


Crusaders— had no role in the creatie ot 
these works. Other detatls confirm an all- 


Muslim environment: the objects shapes are 
characteristically Islamic, and the Christian 
figures, although prominent, share the omna- 
mented space with bands of established 
Islamic decorative motits — running ani- 
mals, polo games, and scenes of leisure 
activities and court life. In addition, many 
Christian scenes do not follow standard 
European or Middle Eastern archerypes, 
since some details were misinterpreted by 


[slamuc artiscs (see, tor example, cat. no. 283). 
The presence ot Christian images in Islamic 
metalwork, enameled glass, and other media? 
may be simply an appropriation of familiar but 
nonindigenous motifs. An acknowledgment 
of Christianity's peaceful role within Muslim 
society — rather than a declaration of Muslim 
YICtOrYy Or supenority over Christians — seems 
to underlie these objects, 

On the Hermitage tray concentric bands 
from the rim to the center present a vegetal 
scrull, a length benedictory inscrIption 1 
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naskh script, a band ot running animais, 
wwelve pairs of Christian figures standing 
under iobed arches, a second band at run- 
ning animals, a complex arabesqued vegetal 
pattern, and a central twelse-petaled rosette. 
Tae Arabic inscription, which 1s dedicated to 
an anonmous “master, elevared and magnifi- 
cent,” includes a long list of good wishes and 
blessings ro the tray's owner.* The seemingh 
arbirrary sequence oi figures under the arches 
supports the hypothesas that no special mean- 
ing — other than a generic representation ot 
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Christian images — was imended. All che 
fizures are male, halocd, and barefoor and 
wear non-lslamic attire and carry liturgical 
objects (incense burners, staves, books). 
(nc holds a pyxis, another a diptych, 2 
chird a fiabellum, a tourth a toated cup, 
None is a figure ot special importance or 
rank in the Chnstian hierarchy, 

Two other large trays showing, Christian 
images are known: one îs in the Musce des 
Arts Decoratuf în Paris (int. no. 360) and was 
dedicated to the last Ayyubud sultan, al-Malik 
al-Salih Najm al-Din Ayyub (r. 1240-49); the 
whereabouzs of the other, once in șhe Pier 
Lataudrie collection, is unkno'wn. Surprising]v, 
the Hermitage tray 1s reported to have been 
found at Kashgar” (present-day Kasluh in 
western China, not far from the porders of 
Kirghizstan and Taţikistan), it îs the only 
object of this group known to have traveled 
so far east. sc 


1. Lhevy arc studied and published in Baer 1989. 

„ his would also include manuscript illustrarion, 
Hoveever, in the present casc the issue is more 
complex, since the text itself prompted the execu- 
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ton at îhe mimature paintings. 

3, See Eatzensteini anl Lerere 1983, p. bi. 

4. A Full translation anul transhterauien at the imscrip- 
zur are ni Baer Ipâg, p. 19 rul n, 28. 

3. Munich 1812, ol. 2, pl. 153, 


LITERATURE: Munich rgrz, vol, 2, pl, 153; 
Katzenstein arul Lori 1983, pl. 14; Eacr 1pâg, 
Fps. 23, 25-36. 


284. Incense Burner 


SYrIar, CA. 1240 
Brass, picrecd and ina peith silcr and gold 
H, 20.3 cr (3 ini.) 


The lhusrees ot che Ertiush Museum, London, England. 
Henderson Beguest no. 873 (04 1878.12—30.679) 


Incense burners supported on three feet, with 
cylindrical bodies, domical lids, and horizon- 
tal handles, enjoyed a long and widespread 
popularity in the Near East. This example, 
now missing its handle, can be linked to 
mid-thirteenth-centure Syria on the basis 
Of certain details of its shape and the scheme 
of its incised and inlaid decoration.! A con- 
tinuous, undulating band, which forms a 
sequence ot polylobed arches, divides the 
surfaces of both rhe body and the lid into 
compartments, each occupied by a single 
figure. These figures have been idenrified as 
Chnistians because some carry a censer and 
others a fabellum, although rhe remainder 
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hold sccminglr ordinary objcers such as a 
staff or a conical cup.” The inscription around 
the knob of the vessel's lid contains generic 
vishes for its ovner's health and prosperitp 
that would have been egually appropriate 
for a Muslim or Christian. Similar rows of 
fiprures framed by cusped arches are found 
an other thirteenth-century inlaid metalwork 
tram Syria (see cat, nos, 283, 285), This form 
Of decorarion also appears in a variant in 
which the arches and columns are more 
clearly delineared.* The inspiration for both 
designs probably should be traced to a series 
of Earty Christian and Byzantine objects on 
which an architectural frame links as well aș 
separares a sequence of figures, such as the 
sixth-century chalice found ar Hamah, the 
late-tenth-century Bedia Chalce (cat. no. 231), 
and the late-tenth- to early-cleventh-century 
1von: pyxis in Cleveland (cat. no. 33).* 
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1. Baer 1953, pp. q3-sâ: Ward 1993, p. 35, fps. 61, 63. 

2. Baer rp$g, fips. 1, Iș-20. 

3. Tlnd,, fps. 9-14, 57-61, 63. 

4. New York 1979, pp. 590-600, n0. 532; 
Amiranashreili 1971, pp. 66-67, plă. 39, 40. 


LITERATURE: Bacr tz, pp. 545, fig. 40; Baer 
I9&9, pp. 7-10, pls. 1 15-21; ard 1903, p. 84, fips. 61, 63. 


285. Cylindrical Box 


Simian or northern Xiesopotamian |]azira), ca. 1225-40 
(Aanpubud period) 

Brass with silver inlay 

H. 105 Cr [44 Un.) DIAM. 105 CT (ap în.) 


CoNDITION: Ţhe base is resoldered, and there are 
cracks along the upper nm ot thc lid; the clasp and 
the inner ring that holds the lid în place arc not ongi- 
nal; most ot the silver inlay 15 last. 


The Metropolitan Museum ot Arp, Sea York, SL 
Rumgers Fund (1571.39) 


Cylindrical lidded boxes (pyxides) were 
probably used :n the Islamic world to hold 
usknan (alkaline ashes of the soda plant 
which ere used for washing). This pys 
was made from a single sheet ot brass that 
was Subsegquentle inlaid with silver. Its base 
and lid (the latter made in one piece) were 
worked separatelv. A number of these boxes 
were produced in the Aywubid and Mamluk 
periods (thirteenth and early fourteenth 
centuries), and some ot them are dated or 
can be dared wirh accuracy." Their dimensions 
vary, and their Îudls may be straight, tapered, 
or surmounted by a dome. 

There are three survving Ayyubid boxes 
that present Christian images: two of them, 
in Cairo and London,” bear inscriptions; the 
ihird ane, discussed here, îs the most refined 
of the three and has no inseriptioni, The body 
of the present box, entirelv filled vcirh ege- 
tal scroll, 15 divided into cighr lohed medal- 
lions, each containing a figure, One medalion 
shows the entry of Chnst into [erusalem 
astride a donkey; he 1s accompanmed by rio 
men who are about to throw their garments 
under the animal's hooves and by ro others 
who carry palm branches. Two angels hold a 
canop* above Christ's head, an imagc similar 
to secular throne scenes in contemporan 
islamic manuscripts from northern Meso- 
poramia. In the medalhon opposire the Entry 
into Jerusalem scene, a holy man 1$ depicred 
frontally: he wears a chasuble, has a long, 
bifurcated beard, and holds a large cross. 
The remaining six medallons are occupied 
either by a figure holding an incense burner, 
a supplicant, or a monk. Four of these figures 
look toward Christ, emphasizing, the focus 
of the composition, while the other po 
flank the holy man and turn toward hum. 

The Virgin and Child with Saint Joseph 
are seen on the lid. This scene was parțially 
reworked at a later date, and some details 
are puzzling. The Virgin, who appears to be 
seated on a low stool, seems to be wearing 
a turban, an article of clothing that would 
transform her into a Muslim man; in adăi- 
tion, the Child is not haloed, Ir îs difficult 
to explain this unusual iconography, whuch 
recalls a Shiire scene of “Ali and his rio sons, 
Hasan and Husain; perhaps the Muslim 
retalworker conflated the Yurgin and Cluld 
with an irnagze that was more familiar to him. 
Recent stuches, which may have some bear- 
ing on the present discussion, reveal analo- 
ules between images ot Fatima (Alis wife) 
and the Virgin Mari 
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1. Baer 1983, pp. 76-78, 


2. Caro, Museum at Islamic Art (15130); London, 
“icraria and Albert Museum (4320-1866). See Baer 
I9ăg, pp. I3-1i. 

3. Fontana 1994. pp. 26-28. 


LITERATURE: Katzensreini and Lowe 1983, pl. &; 
Racer I3ăg, pp. 14-15, Îlgs. 39-44, 88, 197, 108; 
Fontana 1984, 


ExXHIBITIONS: London 970, ne. 7â; Berliri 1gă1, 
DU îş, 


286. Kitab fi Ma'rifat al-Hiyal al- 
Handasivakh (Book of Knowledge of 
Ingenious Mechanical Devices) 


Islamic (IHyarbakir), 1205=6 (AH. 602) 
Tempera cn paper 
3a.8 X 22.5 Cm (13 XA IL) 


Librarv ot che Lopkapi Sarai Aiizesi, Istanbul, 
Darke HI, 314) 


This 15 the most elaburate ot four devices 
designed by Isma'ul ibn al-Razzaz al-Jazari to 
measure the amount af blood removed from 
a patient during a bloodletting treatment, a 
trequent practice in medieval medicine. Al- 
Jazari states that his machine improved on 
one created by; a predecessor that merely col- 
lecred the blood in a container. Fundamental 
to al-Jazari's blood gauge was a collecting 


basin, whuch dramed into an inner compart- 
ment containing a float that was counterbal- 
anced by a weight and linked to a revolving 
wheel by pulleys, Other paris of rhe pauge 
were connected by gears to the axle on which 
the wheel rurned so that as the level of blood 
rose they toc revolved. These revolving ele- 
ments were calibrated to record the quantity 
of blood that had collecrcă in the carehment 
basin. The four blood gauges described by 
al-]azari vary in the complexiry of their super- 
structure and the manner in which the vol- 
ume of blood was recorded,” 

This particular gauge, known as a castle, 
15 designed to record 1zo dirhams ot blood. 
As the blood fows mto the basin below, the 
scated figure ar che upper right gradualiy 
rotates, moving; his rod from number to 
number on a calibrated plate, The fişzure ar 
he upper left records the blood level by 
gradually raising his night arm and pointing, 
to the numbers one through ten, which are 
nscribed an the board that he holds 1n his 
leit hand. When the number țen is reached, 
his right arm falls and the process is repeated. 
These figures are connected to an axle rhat 
rutates two lower disks visible through open- 
ings în the castle (the disks are also drawn în 
cross section at the nght and ieit ot the gauge). 
Each decimal unit recorded bi rhe figures 
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256. Blood-measuring device 


thus triggers a rotation of the lower disks. 
As the disks move, images appear in the 
arched windows of the castle, registering the 
units ten, tenty, thiriy, and so on. The upper 
disk depicts a series of hands, each of which 
points to units of ten that appear sequentially 
un a window below the man holding the rod. 
The lower disk carries măelve I-shaped pan- 
eis, each of which bears the figure of a youth 
and a decimal urut. Fach rotation oi the axle 
reveals a number and a youth who stands in 
an arched mnndow bemeen ro colunans at 
the center ot the castie.? 

Al-Jazari composed this text during; his 
ycars of service to various members of the 
Artukid dynasty at Diyarbakir (present-day 
Amida). It probably veas completed bevaeen 
1198 and 1200 under the patronage af 
Mahmud ibn Muhammad bn Qara Arslan 
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(1. 1201-22). This manuscript is one of three 
known to have been copied in 1205—6 
(A.H. 602) and is presumed to have been 
written and illustrated at Diyarbakir under 
the authors superviston.* Al-Jazari's text and 
the devices he records combine practical 
knowledge of basic physicat principles with a 
degree of whimsy. He states chat he has raken 
Into account the parient's viewpoint when 
des:gning, the four measuring gauges ot the 
castie,* His claims that he both srudied the texts 
Of carlier scholars, including Apollonios of 
Tyana and the Banu Musa, and improved 
on their work through his own knowledge 
and experimentarion have been accepted by 
modern historians of science.$ 

P $ 


1. Al-Ţazari 1o7q. p. 137. 
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2. Tbud. pp, 13748, fs. 113-017. 

3. Tbud., pp. 14-48, fig. uz, 

4. Ward 1985, pp. 7475. 

3. Al-azari 1974. p. 146, 

6. Ibid.. pp. 1s—r6; al-Hassan ani Hill 1986, 
Pp. 15-17, 36-58. 


LITERATURE: Veirzmaiini 1952, pp. 24450, 
figs. 3, 4; al-jazari 1974, PP. T46-qă, fig, 117; Ward 
19%, pp. 80-78, fps. 1-3, 3; al-llassan and Hill 
1986, pp. 10, 12, 15-17, 55-49; Oney 1988, pp. 152—53, 
ps. 124-370, esp. fig, 129. 


287. Magamat ot al-Hariri 


Islamic (Syrian or Egypuan), 1222-23 (A.H, 619) 
Tempera on paper; 187 fals., 39 illus. 
30 X 23 CI ÎI 2 9 în.) 


Bibliothecque Natiamale de France, Paris, France 
(Ss. arabe 6094) 


The illustrations in this manuscript ot al- 
Hariri's Magaat are exceptional in hear 
debt to Byzantine pictorial sources. Hugo 
Buchthal's 1940 study draws attention to 
similarities of pose and gesrure în the present 
scene and in the depiction ot Ehjah's meet- 
ing, with the king ot Israel in the Bible of Leo 
Sakellanos, now n the Biblioreca Apostolica 
Vaticana (cat. no, 42). Oleg Grabar notes 
paraliels between the figure smle ot che pres- 
ent manuscript and Byzantine paintings, 
ranging; from the Khludow Psalter (cat. no. 52) 
to wall paintinuzs in Cappadocian churches.* 

This Magamat, a collection of fifty anec- 
dotes in rhymed prose composed by Ahbu'l 
Hasan al-Haniri (d. 1122), is one ot the most 
acdmired works of Arabic literature. Al-Hariri 
structured h1s essays around the adventures 
of Abu Zayd, an elogquent vagabond, and al- 
Harnh, his traveling companion, who alse 
serves as the narrator,? Here we see Abu 
Zayd displaying, his oratorical skulls before a 
gadi | pudge) in the city ot Merv by offering 
a peraration in praise of generosity, which 
moves the gad: to give Abu Zayd a hand- 
some reward. Al-Harirh stands ro the right 
observing the scene, | 

The thirteen illustrated copies of al-Hariri's 
Magamat are all darcd to the thirrecnth and 
fourteenth centuries. Although arabe 6094 
lacks a colophon, the images on folos 68 
and 167 both contain the internal date of 
A.H, GI9 (A.D. 1222-23), which makes rhis 
example one ot the earliest illununated ver- 
sions of al-Hariri's text. The artist's acquaini- 
trance ath Byzantine figure painting, sugpests 
that he was 2 Cristian living in Syria or 
Egypt. His paintings, however, diiter from 
those în the Bible of Leo or in other 
Constanunopolitan manuscripts ot the tenth 
to the teltth century in the simplicity of 
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287. Abu Zayd before a Judge in the City of Mers, fol. 133 


cheir settings. The buildings here are Syrn- 
bolized by schematic arches and domes with 
minimal architectonic substance — a device 
that may derive from the use of arches or 
aediculae to trame canon tables and evange- 
list portraits 1n Gospel manuscripts. VYhule 
some Constantinopolitan narrative paint- 
ings are set within elaborate architectural 
frames (see cat. nos. 62, 63), compositivas 
in Georgian, Armenian, Syriac, or Captic 
manuscripts provide a closer parallel to the 
abstracted forms in the Magamat manuscript 
(see cat, no. 2$1),* Schematic architecture also 
appears on thirteenth-centurv Syrian inlaid 
metalwork (see cat. nos. 283-285) in subjects 
that are Christian in inspiration.* 

P 5 


1. Buchihal, “* Hellenistic” AA atures” 1940, p. 126, 
ps. 6. 7. 
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288. De materia medica by 
Dioskorides 


Copied bn Abu Yusuf Hihnam b. Musa b. Vusut al- 
Mawsili for Shame al-Din Abu -l Fada'il Muhanimnai 
Islamic 4 Northern Mesopotamia), 1229 (A.H, 626) 
Ink, opatţuc watercolor, arul gold on paper 

15,2% 14 Cm (7 x 5% in) 

Library ot the Topkapi Sara Miuzes, Istanbul, 
Turkey (Ahmet ÎI, 2127) 


[lustrated manuscriprs ot the works uf 
Poskorides (Greck physieran, pharmacolo- 
gist, and author, active ca. A.D. 65) are a par- 
ticulariy interesting chapter in the history af 
Islarmc art because both text and images 
embody a process of transmission and trans- 
formation. First translated from Greek into 
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288, Double fronrispiece: Dioskordes Preşented with Copies of His Book, fols. 1v and 2r 











E. 


Arabic in the nud-ninth centurș, Dioskorides 
treatises on the pharmacological properties 
af plants undersent several turther transla- 
uons and revisions. his complicate histore 
15 important to an understanding not only 
af the Arabic mnanuscripes themselves but 
also of their relationship to the Byzantine 
Greek tradition.! 

Lus Arabic Lioskorides (/ fayuia “Ia al- 
Tzbt) ot r2zg 1s one of four such manuscripts 
that incluce author portraits.? În rhe double 
frontispiece seen here, [Nioskorides is depicted 
seated on the right page. He gestures toward 
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289. Sttene infiata, tol. usv 


the left page, where two individuals hold 
books (one ofters his apen book to the Greek 
physician). As has atten been noted, this 
author portrait derwses 2: nearly all its details 
from depictions of evangelsts 1n tenth- and 
eleventh-cenrury Byzantine Gospel books.? 
Here, however, the artist, while maintaining 
the halo of bis model, has given the classical 
author a turban, perhaps to emphasize his 
new Islamic context. 

It has recently been proposed that the com- 
plete iconographic program at this dauble- 
page composition may be associated with 
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căelith- and thuirteentrh-century Byzantine 
Egyptian manuscnpt ulustrations of the evan- 
gelists presenting the txospel re Christ.* The 
precise identification of the two figures on 
che left, clad in tppical Muslim garb, îs still 
an open issue. Ihey may be students sub- 
rtting their own coples ot De materia medi- 
ca ta their master for approval, or they may 
be the scribes;illustrators ot the present text 
or perhaps the original translators of the 
text. What is clear 15 that the composition 15 
a visualization of the transmission process 
itself: the classical author recognizes and 


receives the new Arabic islamic version of his 
famous handbook. A relatecd theme is repeared 
in a second, single-page frontispiece on the 
succceding folio ot this manuscript (fol. 2). 
In this painting Dioskorides, now clad entirely 
in Muslim gărb, is seated on 2 low bench. A 
similari clothed student sits on a cushion 
before his master, holding a mandrake plant. 
In translatinu the Greek sage and physician 
into a Muslim scholar— and by extension 
making hm part of an Islamic past— the 
frontispiece îs a visual rendering of the trans- 
mission Of the scholarly herttage of classical 
antiguity ro the Islamice world. 

The process by which figural and compo- 
sinona! types derived from Byzantine Gospel 
illumination were transmitted and trans- 
formed, or “islamized,” 1s not fully under- 
stoad. A possible ciue is provided by the 
identity of the copyist of this manuscript, 
Abu Yusuf Bihnam b. Musa b. Yusuf al- 
Mawsuli, who 15 also known through a note 
he inşerted in another Dioskorides manu- 
script, in Paris.€ Ic is evident from his nota- 
tion that Bihnam was a Christian. 

There is nothing ro indicare that the 
Christian Bihnam, in addittoa to copying 
the present Dioskorides, was als the artist 
responsible for The manuscripvs frontispiece 
or other illustrarions. In fact, insecribed on 
two of the folios with plant illustrations 15 
the Muslim name "Abd al-Jabbar b. “Alh.? 
Bihnam's rehgious identity points to a col- 
laboration berween Christian and Muslim 
that helps to indicate a broader context in 
p/hich artistic syncreuism Gecurred. 
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289. De materia medica by 
Dioskorides 


Copied ls al-Hasan le. Ahmad b. Mubammad al- 
Mashamei 

Islamic (Mesopotanua, Baghdad), 12z0 (A.H. 637) 
Ink and opaque vatercolor an paper 

24.6 X 17.2 cm (9% x 6% in.) 


The (urarors of the Bodleian Library, Oxford, 
Englani (Ms, Arab. d. 138) 


According, to its colophon (fol, 21or), this 
manuscript was copied in al-Madrasa al- 
Nizamiryya, most likely the rheological col- 
lege of chat name in Baghdad.! 'The present 
volume includes prazaias (îreatises) 3, 4, and 
5 (magaias 1 anil 2 may have been bound în a 
separate volume). Magata 3 1s preceded by 
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an author portrait of Dioskorides, wlhuch has 
bcen partially effaced (particularly în the 
head) and then restared. It nonetheless 
appears that this illustration of the Greek 
physician and pharmacologist (active ca. 
A.D. 65) was based on a Middle Byzantine 
evangelist's portrait, Although 7magala 5 is 
without illustrarions, magalas 3 and 4 have 
depictions ot planrs on nearly every page. 

Th:s folio and the facing page discuss and 
ilustrate Sijeze înflata, or iinushhhash (fOl. î15v), 
and henbane, or binj (fol. nr). As noted in 
the accompanying text, the dried &hasbkhas 
fruit, when mixed with a liquid, was a purga- 
tive that was thought to be beneficia! tor the 
eyes. The text also states that the best type 
of biz, which was used as a painkiller, has a 
white flower and gros close to the sea, The 
bin 's seeds, stem, and leaves were pulverized 
and left ro dry in the sun. 'lo prevent spoilage, 
this material was mixed with flour 1o forrn 
something lhke tablets. 

These illustrations, like others in the 
manuscript, emphasize the distinguishing 
characteristics ot each plant. Such botamcal 
representations — which suggest that the 
artist was noț concerned with producing a 
realistic likeness of the plant but aimed instead 
foc an approximation — are typical of the 
majority of extant Arabic Dioskorides man- 
uscripts. [n contrast, the representations of 
plants in Byzantine Dhoskorides manuscripts 
exhibit far greater and more consistent 
naturalism, LK 


1, EI, vol. $, pp. 1126-27. 
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BYZANIINE ART AND 


THE LATIN WESI 





WILLIAM D. WIXOM 


hus survey is divided into three sections. În the 
first, Byzantine objects known to have been in 
the Latin West from the mid-ninth century to 
1261 — the period covered in the exhibition — 
are arouped by the century of their probable arrival in their 
new home; the second is concerned with Byzantine iconogra- 
phies that appear to have been taken over partially or entirely 
by Western artists; and the third facuses an possible Byzantine 
stylistic influences as well as on parallel developments in style. 


The high esteem in the West for the art produced in the 
Byzantine capital at Constantinople 1s documented by vari- 
ous texts, the most famous of which 1s a statement by Sugcr 
(1081-1151), abbot of Saint-Denis (see cat. no. 296), and by 
the cvidence of actual objects, some now lost. C. R. Dodwell 
has recently marshaled much ot the documentary evidence, 
using selected Latin sources in Germany, Lotharingia, Italy, 
and Britain, including illustrated manuscripts, metalwork, 
enameled reliquaries, mory icons, gems, and silk textiles and 
vesrments. Early on, many of these works of art came to the 
West as diplomatic gifts, others were purchased or comrmnis- 
sioned in Constanunople, and some were acquired by travel- 
ers at transfer locations such as Rome and Pavia. Just before 
the period under discussion, Popes Leo III (r. 795-816) and 
Pascal I (r. 817—24) gave to churches in Rome and Ravenna 
numerous Byzantine-style Agured silks that may have been 
made by Greeks flecing the Iconoclasm of Byzantium itself? 
Wirh the sack of Constantinople in 1204, additional objects — 
many now lost— came to the West as loot.? 

This transfer of cultural works occurred against a back- 
ground of individuals on the move: imperial diplomatic 
emissaries, kings, princes, high and low ecclesiastics, scholars, 
artists, and traders, as weil as the marauding; armies ot the 
Crusades, all of whom traveled the oiten two-way routes 
berween the Latin West and Byzantium and the Holy Land.* 
Byzanuine hegemony extended westward once more when 
the empire regained the southernmost part of the Italian 


Apse and central dome mosaics. Byzantine and Venenan, 12th century 
ancl later, Basilica at San Marco, Venice. Photo: Bruce W'lute 


peninsula and the castern part of Sicily. Byzantine religious 
and cultural forces were subsequently combined vnth 
European ones in the hybrid kngdom oi Norman Sicily, 
Before this, diplomatic and political contact had reached a 
pinnacle, from the Western point of vicw, with the marriage 
in 972 Of 'Theophano, a lesser Byzantine princess and niece of 
the emperar John I Tzimiskes, to the German prince who 
later became Emperor Oro II (see cat. no. 337). Byzantine 
ecclesiastical and court ceremonies and rich vestments and 
interiors dazzled Western travelers. Emulation must have 
come easily at the courts of Orro II and Iheophano and at 
those af their successors, as well as in Norman Sicily, The his- 
tories of Byzantine objects that came to the Latin West dur- 
ing the Middle Byzantine period are occasionally connected 
to such high-level contacts and events. 


NINTIH CENTURY 


Prestiaious transfers were well under way at this time. Just 
after the mid-ninth century, Emperor Michael III (e. 842— 
67) sent an iliustrated Gospel book to Pope Benedict [II 
(r. 855—58) that was described as having been illustrated “by 
the hand of the monk Lazarus who was lughly skulled in the 
art of painting” and bound “in purest gold and decorared 
with a variety ot precious stones."€ The Byzantine textile 
cover on Saint Remi's cushion (preserved in Reims), proba- 
bly dating ro the ninth century if not earlier, was embellished 
further by the embroidery of Alpheide, rhe sister of Charles 
the Bald (823-877), on the occasion of the translation of the 
saint's relics by Hincmar, archbishop of Reims, in 852.7 A 
Byzantine ninth-century textile was placed in the romb 
of Saint Curhbert in 883.% A bishop of Cambrai was presenred 
with unspecified fine Byzantine iworles, also in the ninth 
Century.” 


TENTH CENTURY 


The miniature Ivory or steatite icons carved in relief begin- 
ning in the second half of the tenth century, and still pre- 
served, dramatically demonstrate Western admiration for the 
authority and artistry of imports from Byzantium, even though 
their onginal functions seem not to have been understood. 
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Roger Il Crowncd by (.hrsr. Mosaic, Byzantinc, 1146/47-$1. Santă 
Maria dell Ammiraşzl:o (the Martorana), Palermo. Photo: Bruce White 


Two late-tenth-century Byzanthine ivories depicting, the 
Koimesis were Incorporated into Western book covers that 
were contemporary with the Reichenau manuscriprs they 
protect.!€ A fine tenth-century Byzantinc heliotrope or blood- 
stone cameo of Saint John the Baptist adorns the upper border 
ot one of these covers.” When Charlemagne's tomb in Aachen 
vas opened in the year rooo by Otro III, an exotic late-tenth- 
century Byzantine elephant-parterned silk was placed in it. 
The Byzantine steatite icon known as the Lukasmadonna — 
formeriy in the Treasury of Aachen — probably was carved 
shortly before it, too, was apparently added to Charlemagnc”s 
tomb by Otto III: A textile decorated with hons and bear- 
ing; an inscription that refers to Basil II (r. 976-—102$) and 
Constantine VIII (1. 1025-28) was used in the tomb of 
Heribert (970-002), archbishop of Cologne and an intimate 
of Otto III.'* Lhe tenth century also witnessed the spread ot 
Byzantine art as far âs the southern end of the lialian penin- 
sula, where the execution of wall painitings described as purely 
Byzantinc in style resulted from the nugration of Byzantine 
members ot the Order of Saint Basil, who had fled the 
Iconoclasts. 
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ELEYENTH CENTURY 


The adaptanon of Byzantine ivories and hard-stonc cameos 
for Western purposes continued in the eleventh century.* 
Examples include the four ivories with arched rops trom a 
late-tenth-century iconostașis beam with standing figures 
of Christ, the Virgin Hapnosoritissa, and two apostles that 
were used as the front and back covers of the Gradual of 
Hoiy Roman Emperor Henry Il (r. 1014-24) and his wite, 
Kunigunde;" the manuscript pages were made te conform to 
the rounded tops of the wones. Another example, illustrating 
the Deesis, is set into the cover (ca. 1000-1010) of the 
“Precious” (Gospels in the Treasury ot Hiidesheim (cat. no. 305). 
Occasionally, Western inscriptions were added to these 
Byzantine 1vories (see cat. N0$. 307, 323, 329). According to 
contemporary Latin sources, a number of gold and silver ves- 
sels and other secular and liturgical works —some of them 
gifts — came to the Latin West at this time,€ but how these 
objects were utilized îs not known. In addition, we have the 
accouni ot Anna Komnene (1083-1153) concerning the gifts 
that her father, Emperor Alexios I (1. 1081-1118), gave to 
Henry 1Y of Germany (1. 1056-1105), Among, these were “a 
gold pectoral cross with pearls; a reliquary inlaid with gold 
containing fragments oi various saints, idenrified in each case 
by a small label; a cup of sardonyx and a crystal gobler” 
Promised pifts included 144,000 pieces ot gold and “one hun- 
dred purple cloths of silk.""> 

Evidence ot Byzantine manuscript painting, in the Latin 
West during the eleventh century 1$ sparse but significant. A 
Byzantine artist completed the head and hands ot Christ 
in the Gospel book produced for Emperor Henry III in 
Echrernach berween 1043 and 1046.% An illustrared Constanti- 
nopolitan psalter of about 1077 was commissioned for the 
Sankt Gereonskirehe in Cologne, built by Archbishop Anno 
and consecrated in 1069.72 

Byzantine figured silks continued to appear in the Latin 
West in the elevenih century, Ihe most spectacular is the huge 
eagie-patterned siik given in 1030 by Archbishop Hugh of 
Châlons in honor ot Saint Germain of Auxerre (d. 448) to 
wrap the samt's remains (cat. no. 149). A second important 
Hgured textile is the silk fragment found in the tomb of Saint 
Edward the Confessor, king of England (1. 1042-66); while it 
15 neither clearly Byzanune nor Islamic, it 15 representative 
of Constantinopolitan textiles that were brought to the Latin 
West at this time. A third major figured silk, probabiy 
woven in honor of the triumph of Basil 1] over the Bulgars in 
1014—18, was found in the tomb of Bishop Gunther (d. 1065) 
in the Cathedral of Bamberg? 

The contacts between the Greek East and the Itahan 
peninsula in this period were important not only because of 
Byzantinc hegemony over Apulia, Calabria, and Venice but 
also because of the widespread admiration for Byzantine 
artistry and craftsmanshuip. "This is reflecred most significantly 





in the commissions in the second halt of the cleventh century 
tor seis of bronze church doors ordered from foundries in 
Constantinople by powerful Westerners, especially members 
ot the Pantaleoni family of Amalfi.*+ Many individual panels 
on these doors are notable for their engraved and inlaid 
magery, which was primarily biblical and presented in the 
symbolic context of the Gates of Paradise. 'Loward the end of 
the century Byzantine mosaicists had begun working in Santa 
Mania Assunta, Torcelio (see cat. no. 293), and in San Marco, 
Venice (see illus, on p. 434). The fine mud-eleventh-centure 
frescoes in the Cathedral of Saint Sophia at Ohrid, on the 
western, Slavic edge of the Byzantine Empire, may have been 
scen by Western travelers and possibly by members of the 
First Crusade led by Count Raymond of Toulouse and 
Bishop Ademar ot Le Puy as they moved down the Illyrian 
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The Last [uăgment. Mosaic, Byzantine, 
late 1th century, Banta Maria Assunta, 
Torcello. Photo: Bruce White 


coast and headed east to Constantinopie in 1097, and it is not 
unlikely that the frescocs reflect the painting style prevalent in 
the capital,? 


TWEL-TH CENTURY 


It has been impossible until now to identify any preserved 
Middle Byzantine icons painted on panel prior to about 1100 
that were transterred to the Latin Vest. In fact, only two are 
known: a Virgin ot the Paraklesis type, probably dating to the 
late eleventh or early twelfth century, which was given by 
Frederick Barbarossa (ca, 1122-1190) to the Cathedral of Spoleto 
in 1185” anul a Virgin of the Haglosoritissa type (sce p. 441). 
Surely other paintings of this kind began to reach the West 
at the same time. For example, a twelfth-century Calabrian 
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abbot was described as having; received gifts for his church 
from the Byzantine emperor and empress that included not 
only sacred vessels, costly vestments, and books but also 
images that perhaps were painted icons.” However, a mag- 
nificently painted box with images of saints, similar to an 
icon and made as a reliquary for the Truc Cross, does still 
exist (cat. no. 35). tus rare Constantinopolitan work of the 
second half ot the tenth century, trom the Sancta Sanctorum, 
has been referred to as a diplomatic gitt because it seems to fit 
the description by John Diakonos in the twelfth-century 
inventory compiled for Pope Alexander III (1. n59—81).2% 

Monumental murals in Norman Sicaly in the form of mosaics 
dating, from the mud-uwelfth century, such as those in the 
Cathedral of Cefalu,”? the Cappella Palatina,*” and Santa 
Maria dell! Ammiraglio (the Martorana; see ilhas. on pp. 32 
and 436)* in Palermo, as well as the mosaics of about 1180-90 
in the Cathedral of Monreale (see illus. opposite).* represent 
a major invasion — however encouraged and adapted — of the 
finest Byzantine techmques, styles, compositions, and icono- 
graphies. Whule competing directly against the Byzantine 
emperors in conquest, King Roger II (1095-1154), his son 
Wiliam I (1120-1166), and Roger's grandson William IE 
(1154-1189) nevertheless admired and emulatred the Byzantines 
both in court ceremonies and :n the decoration of their 
churches, especially in the vast expanses and extensive cycles 
of mosaics. In addition to importing Greek mosaicists, they 
brought Byzantine silk weavers to Sicily, where they set up 
their own workshops and produced tabrics that not only 
resembled Byzantine patterned silks but matched them in 
cuality (sec cat. no. 344). 

The other important locale in the West where Greek 
mosaicists worked on walls, vaulrs, and dome interiors was 
evidenced by the continuing work in the Veneto: in Torcello, 
Murano, anl Venice. The present Basilica of San Marco, begun 
about 1063 and completed about 1084, the third on its site, 
was the envelope for an amazing series of mosaics (sce illus. 
on p. 434). Beginning; with the apse mosaic and its monu- 
mental early-owelfth-century figures of Saints Nicholas, Peter, 
Mark, and Hermagoras, the decoration includes the mosaics 
of about 1180-1200 in the central dome and west vault.% In 
contrast to thc relative seylistic restraint of many ot these 
mosaic murals in Sicily and the Veneto, a new, highly expres- 
sive, even emotional style characterizes the irescoes ot about 
1164 that depict the Descent from the Cross and the 
Lamentation (Lhrenos) in the Church ot Saint Panteleimon, 
Nerezi, on the western border ot Byzantium.5* 

Whule none of the Middle Byzantinc iluminated manu- 
scripts found in European libraries today appears to have 
been brought to the Latin West during, the vxelfth century, 
T4o important manuscripts could have been convevors of 
Byzantine iconography, compositions, and style. The first 18 
the “Crusader” Queen Melsende's Psalter (see cat. no. 259 and 
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ilus. on p. 391), made in Jerusalem berween 1131 and 1143, 
which was apparently in France by the late raclfth or carly 
thirteenth centurv.* The second, a protusely illustrated version 
of the Chronicle of John Skylitzes of about 11șo, attributed ro 
the Norman scriptorium in Palermo (see cat. no. 338 and illus. 
on pp. 6-19 ), contains miniatures in both purely Byzanrine 
ani Western styles while also reflecting Islamic elements.** 

According to the monk Robert of longni, of Bec, Matilda 
(1t$6—1189), daughter of Henry II Plantagenet (1133-1189) 
and wife of Duke Henry the Lion (1129/30—1195), gave the 
church ot Bec Abbey in Normandy “many gifts, most pre- 
cous alike from their maternal and workmanstup, which she 
had obtained at great cost, from Constanrinople % Her hus- 
band returned from the Holy Land and Constantinople 1 
1173 with relics and reliquaries, which he contributed to the 
'Treasury of the Burgkuirche of Saint Blaise in Braunschweig; 
(the “Guelph Treasure”).% The two small enameled Byzanune 
triptychs, dated to the clevenrh century, at the center of the 
Stavelot Iriptych (cat. no. 301) also may have been brought 
from (Constantinople in this way, after the mission there of 
Abbot Wibald of Staveloi (1130-58) in the winter of 1155—56. 
We are not certain how the diminurive pectoral cross assaucI- 
ated with Queen Dagmar (d. 1212; car. no. 335) reached 
Denmark. Proposals for the time of arrival in Aachen of the 
magnificent silver artophorion from the late tenth century 
(cat. no. 360) have ranged from that period to sometime 
between 1100 and the 1160s.* 

Occasionally, when objects bear connectrions with Western 
monarchs or heads of state, their dates of entry into the West 
are more certain. Lhe enameled enkolpion (cat. no. 333) found 
in the grave ot the Hungarian king Bela III (c. 1172-96) may 
have been a gift from Manuel 1 Komnenos (1. 1143-80), Lhe 
silver-gilt Beszterec holy water vessel (cat. no. 299) may have 
been made by Byzantine craftsmen in Hungary at this time. 
The far grander staurotheke from Esztergom (cat. no. 40) 15 
the most significant Byzantine enameled object ta have been 
imported into Central Europe cither contemporaneously or 
about 1190, possibly also as the giit of one ot the Komnenian 
emperors. The nearly overwhelming array af enamels on the 
Pala d'Oro in San Marco, Venice, and their uncertain history 
present special problems, A few of the smaller enamels may 
derive from the silver altar frontal (antependium) commis- 
soned from Constantinople by Pietro | Orseolo (doge 
976-78). The first major importation of Byzantine enamels 
into Venice, however, came as part of the gold altarpiece 
ordered in 1103 by Ordelafo Falier (doge 1102-18), wluch 
forms the core of the Pala d'Oro as we know it today.** 

Lictle is preserved in present-day France other than texules 
and written sources concerning relanons with and imports 
from the Byzantine Church from the end of the cleventh 
century through the twelfth. The monastenes at Cluny," 
Moissac,*? and Grandmont,+ for example, maintamned direct 


Apse and crossing masaics. Byzantine, 1180—go, Monreale Cathedral, Sicily. Photo: Bruce Whute 
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Cover pf the Reliquary of the Stone of the Holy Sepulchre. Silver gilt, Constantinople, 1150—r200. Musce du Louvre, Paris 





relations with their counterparts in Byzantium and the Holy 
Land. The silk shroud of Saint Siviard (cat. no. 150) may have 
come to Sens in this way, but it is far from certain. Silks con- 


tinued to be soughr by emperors, kings, and princes of the 
Church throughout the West.* 


THIRIEENTH CENTURY 


If extant works arc reliable indicators, imports from the East 
continued at an equal if not intensified pace in the thirteenth 
century. The Mehsende Psalter (cat. no. 259), as already men- 
toned, was in France as carly as the late rwelfth or the early 
thirteenth century, Another illuminated manuscript that came 
from a Latin (or Crusader) state in the Fast is a Gospel book 
that posstbly was created in southern Greece during the sec- 
ond quarter of the thirteenth century and very hkely acquired 
after 1230 by Robert Grossereste, bishop of Lincoln; the 
book was left to the Franciscans in Oxford after Grosseteste's 
death in 1253.*' A Byzantine icon of the Hagiosoritissa type, 
onginally painted about nioo, probably reached the West in 
the mid-thirreenth century (it 15 now in the DiGzesanmuseurm, 
Freising),.% 

The earliest reference to any of the Byzantine objects 
brought to Venice after the Crusader's looting ot Constanti- 
nople in 1204 is to the silver-gilt relquary of Saint Marina 
(cat. no. 332), probably commissioned in Constantinople 
early in the thirteenth century, a few years after the sack. 
Valuable as it is, the 1325 inventory of the Ireasury of San 
Marco provides no clues as to when the booty arrived in 
Venice or when the several distinguished marble relicfs from 
the Greek East were transferred there to be set up in the inte- 
rior and on the facade of San Marco.“ A Constantinopolitan 
icon relief of the Virgin Orans from the mid- to late twelfth 
century (cat. no. 291) came to Messina possibly in the thir- 
teenth century.* 

Not ali of the looted precious materials taken from Con- 
stantinople to the Latin West arc undocumented with respect 
to the manner and date of their arrival. The magnificent mid- 
ră elfth-century silver-gilt paten (cat. no. 30) and possibly the 
enameled enkolpion of about 1ooo (cat. no. 108) with Saints 
Demetrios and Nestor were among a number of important 
religuaries and other works given to the Cathedral of 
Halberstadt by Konrad von Krosigk, bishop of that city from 
1202 to 1208.* The enameled enkolpion from Maastricht 
(cat. no. 113) was taken from Constantinople by an anony- 
mous cleric in 1206.%* The small staurotheke formerly in 
Maastricht and now in the YVarican has a similar history. Fhe 
Ivory casket from Troyes (cat. NO, 141) with eguestrian emper- 
ors and hunters was removed trom Constantinople a Little 
after 1204 by Jean Langlois, chaplain to Garnier de Traincl of 
Troyes, and a dozen of the bishops ot the Fourth Crusade in 
charge of relics.*? A small silver-and-silver-gilt rehquary of the 


True Cross presumably was taken in 1205 by Vuibert, chaplain 
to Alleaume de Fantaines, lord of Longpre (also a member ot 
the Fourth Crusade), to Longprâ-les-Corps-Saints (Somme), 
where it resides today in the treasury ot the parish church. 
Far more imposing, is the beauriful silver-gilt inscribed plaque 
that was a sliding cover for the reliquary of the Srone of the 
Holy Sepulchre in the Louvre.5+* The embossed decoration 
on the upper surface of thus rwelfth-cennuy Constantinopolhtan 
masterpiece represents the Holy Women at the Tomb, with 
the angel announcing that Christ has nsen (Matt, 28:6), while 
the lower surface bears a cross ornamented with simulated 
gems and leafy decorauon extending from the base of the 
cross; the rest of the reliquary 15 missing. Probably among the 
collection of reliquaries of the Passion removed from 
Constantinople in 1204, this fine work arrived in Paris only in 
1241, when 1t became part of the collection of the Sainte- 
Chapelle of Saint Louis (Louis IX). The rendering of the 
draperies, employing the system of thin folds wirh alternating 
and overlapping curves, is reminiscent of that seen in mid- 
eleventh-century Byzantine works, while the dramatic spac- 
ing, and the arrangement ot the figures in a stark setting recall 
mid-rwelfeh-century Byzantine style.:* The famous renth-cen- 


tury enameled staurotheke now in Limburg an der Lahn was 





Detail of a cruciform staurotheke. Gold, suver galt, and cloisonne enamel: 
Ryzantine, rIth century; metalork surrounds: Hungarian, 1225-50 and 
later. Monastic Treasury, Vyssi Brod (Hohenfurh), Czech Republic 


BYZANTINE AR AND THE LAȚŢIN WEST 441 


removed from Constantinopie by Fieinrich von Llmen în 
1207 and given to the Convent of Saint Nicholas at Stuben, 
near Ter.” 

Not all the important cătant Byzantine works that came to 
the Latin Vest in the thirteenth century are associated with 
the conquest ot 1204. There is, for example, the ninth-century 
Heschi Morgan Staurotheke (cat, ne. 34), which 15 thought 
to have belonged ro Pope Innocent TV (Sinibaldo Fieschi; 
r. 1243-54). Another such example is the cieventh-century 
reliquary casket for the head of Saint Praxedes, fashioned of 
suher and cloisonne enamel on gold, formeriy in the Sancta 
Sanctorum.s 

As in earlier centuries, the date of arrival of some Byzantine 
objects in the Latin West, wlule not documented, can be rough- 
iy ascertained by the new contexts provided for them, This 15 
true of the Lower Saxon thirteenth-century silver-giit cover 
for the Gospels of Abbess Adelaide in Quedlinburg, which 
INCOrporates a lare-tenth-century Constantinopohtan Ivory 
illustrating four feast scenes, The wory may have come to the 
West during the Ottoman period because the manuscript itself 
15 datable to 999-002 and Adelaide, a daughter ot Orro 1] and 





Samson. Bronze door panel, Augsburg, early nth century, Augsburg; 
Cathedral. Photo: Hirmer Verlag, Munich 
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Theophano, may have inherited the ivory irom her parents. 
Another example whose setting offers a clue is the silver frame 
from Aachen-Burtscheid, made in Aachen about 1220 for the 
minature mosaic icon of Saint Nicholas (cat. no. 306).% 

Fragments ot Byzantine objects also were incorporated 
into Western ensembles.*' Two important crosses with dou- 
ble transverse arms-—one, early-thirteenth-century Mosan 
and now in Namur“? and the other, Hungarian, from the sec- 
ond quarter of the thirteenth century (and later) and now in 
Yyssi Brod (see illus. on preceding page)“ — contain remounted 
carler Byzantuine clo:sonne medalhons warh busts of apostles 
and various saints. The enamcls on the Vyssi Brod cross may 
have come to Hungary during, the reign of King Bela ITI, the 
lhunette-shaped ones perhaps originally pendanrs like the 
Metropolitan Museum's example (cat. no. 170). The later 
enamels on the Pala d'Oro** and the continued activity of 
Greek and Venetian mosaicists also reflect the predominance 
ot Byzantine techniques and styles in the West ar this time.“ 

Nearly five centunes of Byzantine imports — the result of 
gifts, purchases, or thefts, in many instances recorded in early 
accounts — underscored by the numerous works still extant, 
make clear rhat Byzantium was increasingly regarded in the 
West with a mixture of awe, amazement, respect, competi- 
tiveness, envy, and covetousness. While the focus of these 
reactions was the perception of the wealth, ceremony, and 
opulence of the Byzantine capital and court,“ of equal inten- 
sity was the deşire for Chnstian rehcs from the Holy Land, 
most often translated through Byzantum. A corollary was 
the European acquisition of the precious containers for these 
relics (such as the staurothekai); icons of ivory, enamel, and 
mosaic; and liturgical objects of gold, silver, and enamel. 
Western demand also brought Byzantine patterned silks to 
Europe, the largest serving as shrouds for secular and eccle- 
siastical princes, while others were urilized to wrap bath 
Eastern and Western relics. The bronze-casting, workshops of 
Constantinople were commissioned to produce elaborate 
doors with figured panels for churches in southern Italy, 
Rome, and Venice, 


SOME QUESTIONS 


A crucial question is whether these imports, collectively or 
individually, had any impact on the arts of the Latin West. 
Not all Byzantine works that came to the West are preserved, 
and we know lizrle about the reporting role ot traveling, eccle- 
siastics, merchants, artists, and Crusaders. What was their 
firsthand understanding, of the art of the Byzantine capital or 
ot the reflections of this art in other locations, as in the fres- 
coes of Nerezi and the mosaics of Norman Sicily? Did the art 
Of Byzantium as a whole, during the middle centuries, have a 
demonstrable influence on the West and, it so, what was the 
nature of this influence over time? Was this influence in the 


realm of iconography and/or style? Can any review be more 
than hypothetical, sketchy, and speculative? Certainly, caution 
should be exercised not to confuse contact with lasting, impact,” 

The exposure to Byzantine works in the Latin West surely 
could have been direct, even though there might have been 


a time lag. A specific question is whether the classicizing 
subjects and style of the Byzantine ivory rosette caskers, 
dating, from the end of the tenth century (see cat. nos, 153-156), 
had a direct effect on two North Itahan reliefs from the end of 
the vwelfih century and on several Rhenish silver-gilt cas- 
kets dating to about 1200.* The reliefs with an archer-centaur 
(a Sagittarius?) and Samson and the Lion on the early- 
eleventh-century bronze doors of the Cathedral of 
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The Koimesis. Miniature from the Pericope 
Book, Reichenau, ca. 1000. Wolfenhiirtel, 
Herzog August Bibhothek, Cod. Guelf. 84.5 
Aug, 20, tol. 7 


Augsburg”* possibly exemplify an influence without a time 
lag. However, the fighting men with shields, the archer, 
Samson and the Lion, and the archer-centaur on Barisanus ot 
Trani's bronze doors for the cathedrals at Ravello (1179)”' and 
Monreale (1185—89),"2 like the Rhenish caskets, represent an 
influence with a probable delay, depending on when the 
Byzantine caskets traveled westward. 

The figured, gold-embroidered stole made at Winchester 
between 909 and 916, found in the coffin of Saint Cuthbert 
and preserved in the Treasury of Durham Cathedral, has been 
described as betraying “infiuences of Byzantium, 3 perhaps a 
result of the availability of Byzantine figured silks in Pavia and 
Rome,?* The drapery and figure style of the standing prophets 
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The Koimesis. Limesrone, Strasbourg, ca. 1230, left n'mpanum of south transept, Strasbourg Cathedral. Photo: Hirmer Verlag Munich 


depicted on the stole did not have to depend on Byzantine 
textales but could have been based on earher or contemporary 
fresco ar mosaic murals in Rome, Herein lies a continuing 
problem in trying to trace the most immediate origins of 
iconographies and styles in the Latin West that have been seen 
as Byzantine inspired. 


ICONOGRAPHY 


During, the Ottonian penod, recurring Byzantine Iconogra- 
phies seem to have emanated directly from almost conteni- 
porary Constantinopolitan works. The depiction of Christ's 
coronation of Emperor Henry Il and Empress Agnes in 
the Gospel book produced for Henry in Echternach about 
1050—ş6 and madc for the Cathedral of Groslar was based on a 
purely Byzantine invention.?* The difference in the Western 
coronation scene îs that Henry and Agnes, with hands raised, 
bow in submission to Christ, whercas in the Byzantine mod- 
els the soverergns proudly face the viewer. Later, the theme of 
enthroned apostles facing; each other in pairs and holding 
books or ratat, as on the decorative îneze on the exterior of 
the Fritzlar chalice (cat. no. 297), seems to echo in part the 
iconographies of Byzantine and Georgian liturgica! contain- 
ers dating irom two centuries earlier (see cat. Nos. 33, 231). 
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Addinonal examples of iconographic dependence may be seen 
in some Western manuscript illustrations with compositions 
thar echo scenes of the Great Feasts of the Byzantine 
Church. The earliest and most often cited instance 15 the 
illustration ot the Koimeşis in the Pericope Book (see illus. 
on preceding, page), painted in Reichenau about 1000, for 
which a Byzantine work, other than the 1wory ot the same 
subject on the cover of that ver manuscript, must have 
served as a partial model.”* The most developed Byzanrine 
representarions of the Koimesis appear in certain other images 
in manuscripts”? and in ivory (cat. no. 101)* and steatite 
carvings (cat. no. 102). The iconography continued in later 
Byzantine periods, as on an enameled plaque from the 
eleventh century on the Pala POro;* the mosaic of about 1100 
at Daphni;*2 the fresco of 1105-6 at Asinou, by Greek artists 
working from 114+6/47 to us in Santa Maria dell Ammiraglio, 
Palermo; and a panel from an iconostasis beam, dating; to 
the end ot the oxelith or the early thirteenth century, at the 
Monastery of Saint Catherine on Mount Sinai.% Variations 
by Western artists on this Byzantine subject and composition 
appeared m Italy in the eleventh and rwelfrh centuries, as at 
Monte Cassino (cat. no. 309); at Sanţa Maria in (rotta, 
Rongokse;* in Umbro-Roman manuscript illustration;€ 
and in the Ranieri bronze door by Bonanus, of about 1180, at 





Barisanus of 'Trani. The Anastasis. Bronze door panel, 1179, west portal, 
Ravello Cathedral. Photo: Hiriner Verlag Munich 


the Cathedral of Pisa.% Yariants of the Koimssis iconography 
also are found in Regensburg, manuscripts of the second 
and third quarrers of the rwelfth cenrury,* a Salzburg 
antiphonary of about 1160,% a Weingarten missal of about 
1200-1232, and on the tympanum, of about 1220-30, over 
the left door of the south transept of Strasbourg Cathedral.” 
A prime example in Britain was the Winchester Psalter of 
about 1145-55 (cat, no. 312). The same Byzantine subject and 
composition are found in the works produced at the 
Crusader art centers in Jerusalem (see cat. no 259), 
Cyprus," and Acre,93 

Other Byzantine feast scenes seem to have had a follow- 
ing in the Latin West as well, foremost among them being 
the Anastasis (Christ's Descent into Hell), well known from 
the Byzantine mosaic of about 1020 at Hosios Loukas”* and 
from one of about 1100 at Daphni;* for examples of other 
such scenes included here, see catalogue numbers 34, 60, 63, 
68, 74, 91, 93, and 11ş. Of special interest in the Latin Wes 
were the panel with the Anastasis on the bronze doors 
ordered from Constantinople in 1070 for San Paolo fuori le 
Mura, Rome,” and the two enameled plagques from the 


eleventh or carly twelfth century on the Pala dOro.” The 
subject îs also found in Crusader works (see cat. no. 259).% 

Key elements of the Anastasis occurred in the art of the 
Latin West over a period of four centuries. Examples include 
the Benedicrional of Saint Erhelwold, YYinchester, of 963— 
34;% the Exulter Roll (car. no. 308) probably made in 
Benevento between 981 and 987; the Exulte: Roll executed in 
Bari abour 100a;'* the panel by Barisanus of Ttani on the 
bronze doors of 1179 at Ravelio;:"! the late-eleventh-century 
mosaic of the Last Judgment in Santa Maria Assunta, 
Torceilo (see illus. on p. 437);% the mosaic of about 
1180-1200 in the west vault of the central dome ot San Marco 
(see illus. on p. 434);'% the Gerry New Testament, of about 
1200 (cat. no. 47); a panel on the early-thirteenth-century 
bronze doors of the Cathedral of Benevento (Campania);"+ 
the Exultet Roll in Salerno made in Campania during che first 
half of the thirteenth century;:* and the three leaves ot the 
Wolfenbiitrel “Model Book” (car. no. 319), of about 1230-40, 
which has been attributed to Saxony or Venice. 

Representations of a number of other Byzantine feast scenes, 
such as the Baptism of Christ, continued to prevail in the Latin 
West. Among the many Byzantine examples are the 
Constantinopolitan Ivory icon of about 970 affixed ro the 
cover of the Gospels of Abbess Adelaide at Quedlinburg; the 
panel on the Constantinopolitan bronzc doors of 1070 at 
San Paulo fuori le Mura; and a twelfth-century enameled 
plaque on the Pala d'Ore.!** Close varants appeared— 
roughly chronologically — in the West in Amalfi!“ Swabia,'9% 
Benevento, and Saxony-Thuringia."” 

Similarly, it is possible ro trace the iconographies of several 
other feast scenes and related subjects from the Greek East 
to the Latin West: Christ Washuing the Feet of the Apostues, 
the Last Supper (cat. no. 28), the Agony in the Garden 
(cat. no. 319),'3 the Descent from the Cross (cat. nos. 92, 100, 
252, 322B),!:+ the Lamentation (cat. nos. 319, 322C),"* the 
Ascension of Christ (cat. nos. 62,98),'* and the Transfiguration 
(cat. NOS, 67, 77, 91, 248, 310, 328). 

As Kurt Weizmann noted," it must be understood that 
these iconographies and compositions, which omginated în 
Byzantine sources and were adapted in the Latin West, gen- 
erally are confined to individual scenes within larger cycles, 
Byzantine iconographies must have been received selectively, 
since the rest of the scenes in Western cycies were based on 
compositions that had evolved wholly in the West. Style usu- 
ally was not part of the adaptive process. According to 
Weitzmann, the appeal for the West was in the “ceremonial 
dignity” and “iconic quality” of the feast pictures in particular. 
“These, in the course of a long tradition, had acquired certain 
dogmatic and liturgical overtones and expressed them visual- 
ly in such balanced and harmenious compositions that they 
assumed a kind of canonicity”!? Underlying these supposi- 
tions is the question of transmission. Only rarely are the 
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The Iree of Jessc and rhe Yirgan and Child. Illustration from Saint 
Jerome's Commentary on [saah, Citeaux, ca. 1115-25. Dijon, Bibhothegque 
Municipale, Ms. 123, fol. 4. Photo: ScalafArt Resource, New York 


avenucs of influence absolureiy clear; proof is elusive.:22 
However, the role of motif books prowdes important avenues 
for speculation (see cat, NOS, 318, 319). 


STYLE 


A more difficult situation exists with regard to style. Most of 
the Byzantine stylistic features observable in Lare Carolingian 
and Ctonian art seem to deriwve from pre-lconoclastic 
sources that were most likely available in Ravenna, Milan, 
and Rome. A key excepuion 15 in the realm of Ottoman mory 
carving: the figures on three late-tenth-century book-cover 
plaques (sec, for example, cat. no. 324)" — their proportions, 
frontal poses, bearded facial rppes, and sharply pleared 
draperics with angular edges — clearly depend on those secn 
on roughly contemporary Byzantine ivory icons, several of 
which, as we have observed, were known in the Vest by the 
late tenth or the carly cleventh century. The key stylistic 
comparisons for these Oronian reliets are such Byzantine 
1vorIe5 with standing apostles as catalogue numbers 894,B 
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and 90. Another example of contemporary influence 15 sug- 
gested by a comparison of the Troyes Casket (cat. no. 141) 
with certain Ottoman manuscripts—in particular, with the 
phoenixlike birds in the backgrounds of the images of the 
saintş in the Egbert Psalter of about 980 and the equestrian 
figures in the Bamberg Apocalypse of about 1020.12 

During what is commonly regarded as the Romanesque 
period in the Latin West—the late eleventh through the 
wwelith century — there was a percepuble, growing, and even- 
tually widespread artistic movement, in painting, especially, 
toward an organic conception of the human form that em- 
phasized well-aruiculated figures, well-modeled physiognomic 
pes, and a vivid delineation of drapery, wluch included 
groups of angular, parallel, sweeping, and clinging, folds that 
occasionally spread to reveal the underlying figural masses (so- 
called damp folds).'** Wilhelm Koehler long ago provided a 
vivid stylistic analysis of such developments in both tresco and 
monumental painting in Burgundy (Berze-la-Ville and Cluny; 
şee cat. no. 311), Citeaux; Saint-Armand, near Valenciennes; 
Canterbury (see ulus. opposite), Winchester (cat, no. 312); 
Salzburg, and Rome.**5 Koehler also cited a related trend in 
sculpture, as seen on the central rympanum at Vezelay and the 
Royal Portal ar Chartres.'** He regarded Byzantine art of the 
eleventh century as the source for thus style,*7 a hyporhesis 
that has been extended and refined by others."2* 

Weitzmann suggested that Crusader manuscripts may 
have been a catalyst in the spread of the Byzantine style,!2? 
although it is clear that they were predated by developments 
at Cluny. The problem of the initial transmission of the 
Byzantine style to the Latin West remains an open question 
because during the period covered by this exhibition only 
Tao manuscripts with Byzantine mimatures were recorded as 
in Western possession.!% It is very possible that the impetus 
may have core from the many 1vory icons and figured textiles 
that were already in the Latin West by the ate tench and the 
eleventh century. Lare-twelfeh- and thiuteenth-century draw- 
ings in the form of pages from skerchboaks or motif books 
(cat. nos. $o, 318, 319) also may have been a means of trans- 
mission of Byzantine styles (as well as iconographies).":: While 
certain elements ot Byzantine physiognomies, treatment of 
hair and beards, drapery folds, and costumes may be detected 
in twelfth-century Northern European manuscript illustra- 
tions produced in Salzburg, Regensburg, and Saxonv (espe- 
cially Helmarshausen),'*” variations of these details also may 
be seen in works produced on the Italian peninsula during 
this period—as, for example, in Venice (Porta Maggiore)'3 
and Amalfi (compare cat. nos. 91, 105, 326, 327). Weitzmann 
attributed the admiration for and adaptation of a Byzantine 
stylistic vocabulary by the Latin West to “Byzantium's high 
standards of technical perfection” and its preservation of the 
classical tradinon, as well as ta the uplifting beauty and qual- 
ity of its iconic art.'+ 


i 


Saint Paul and the Viper. Fresco, Canterbury, ca. 1163, Saint Anselm's Chapel, Christ Church Cathedral, Canterbury, Photo: Royal Commission on 
the Historical Monuments of England, Londan 
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Crucifix with scenes from the Passion. lempera and gold an wood, Pisa, ca, 1230-40. The Cleveland Museum 
of Art. Leonard C. Hanna, Jr, Fund (9ș.3) 


It is clear that the Byzantine style in art was not static in the 
Late Komnenian period (the later rweltth century). One rea- 
son was that Byzantinc art was constantly renewing, itself 
while upholding; time-honored iconographies. As underscored 
by Ernst Kitzinger, thus art was “perpetually nourished and 
reinvigorated by Byzantium's Gareco-Roman heritage, cspe- 
cially elogquent in figures “in lively action, in three-dimen- 
sional corporeality, and in spatial settings” Thus, in the last 
decades of the rwelfth century, 
dynamic, somewhat linear phase, as demonstrated by the wall 
paintings of about 1164 at Nerezi,'3* some of the mosaics of 
1180-90 at Monreale (sec illus. on p. 439),% and the wall 
paintings ot the mgos ar Kurbinovo% whose agitared 


Byzantine art entered a 


mannerism is also seen in the Annunciation icon from Mount 
Sinai (cat, no, 246), 
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This stylisic phase was followed by one in which a “new 
simplicity and calm monumentality of form and expression”? 
were emphasized, as în the wall painting of Saint John in the 
Church of the Virgin at Studemca.'%* 

Because a somewhat related movement occurred in the 
Latin West, the question arises as to the extent of Byzantine 
influence, or whether the phenomenon can be explained bet- 
ter in terms of paralelism.” In any case, examples of an early 
linear, dynamic phase in the Latin West include the histori- 
ated initials by the Master of the Leaping Figures in the 
Viinchester Bible, from the third quarter of the rxelfrh cen- 
cury;!*2 the fresco of about 1163 of Saint Paul and the Viper, at 
Canterbury (see illus. on preceding page);'* and a Salzburg 
pen drawing, of about 11s0-7 ot Christ Pantokrator.!** The 
next major development 15 seen in the champleve-enamel 


plaques by Nicholas of Verdun (active 1181-1203) from the 
former ambo of 1181 at Klosterneuberg.'* Here, the dynamic 
phase paralleling the Byzantine style is apparent, although 
transformed by a new burst of creativirp— without, however, 
a clear connection to Middle Byzantine art. All of the earlier 
iconographies and stylistic elements, including, figures in 
motion characterized by contrapposto stances, dramatic ges- 
turcs, and classicistic draperies, are so subsumed that Nicholas's 
personal and highly expressive style stands almost as a unique 
monument in the evolution of art in the Latin West,:*€ 
Subsequent works by Nicholas —the Shine of the Three 
Kings in Cologne'*” and the Shrine of the Virgin of 120$ in 
Tournai!+%— reveal a more restrained and introspective classi- 
cism, which 1s echoed by a more generalized trend in the 
Latin West that led ro the calm monumentality observed by 
Katzinger'*? in certain miniatures in the Westminster Psalter's 
and the Psalter of Qucen Ingeborg,.'* “The same spirit marks 
the miniatures of the so-called Gothic Master in the Yrinchester 
Bible,'* as well as the frescoes of the chapter house at Sigena 
(see cat. no. 294). While the hypothesis of Byzantine influence 
on the Sigena frescoes by way of the mosaics in Norman Sicily 
probably will be sustained, it 15 difficult to accept the notion of 
a stylistic influence from Byzantium on the other above-men- 
tioned Western works. Indeeid, if such an influence existed, it 
probably derived from Byzantine art of a much earlier period. 

Ofren subrle and certainly hyporheticai, the relationship 
between the Byzantine style and the style that evolved in the 
Latin West during the thirteenth century is further complicated 
by the uncertain role of the art of the Holy Land during the 
Crusader period. Wirh regard to Italy, iconographic and styl- 
istic developments in panel painting— in, for example, the 
so-called vita icons in the Wesr—are exemplified by the 
imposing; figure of Saint Nicholas and the scenes from hus fe 


(cat. no. 320). Images ot the Virgin and Chuild,'5* historiated 
painted crucifixes (see ilhs. opposite),5 and altarpieces or 
tabernacles swith Passion scenes (cat, no. 322),** painred in the 
so-called maniera greca, from the Luscan and Umbnan regions 
of the Central Italian peninsula reveal a Western interpretarion 
ot Byzantine imagery as well as changes in function and patron- 
age. While it remains unclear which Byzantine or Crusader 
painted icons were accessible to these Itahan artists, Byzantine 
images and iconographies existed in abundance in the form of 
mosalcs, frescoes, and figurative panels on bronze doors in 
Venice, Rome, Monte Cassino, Amalfi, Salerno, and Sicily, 
Byzantine conventions also were reflecred in the continumg 
production of Beneventan illustrated manuscripts'*” and 
Umbro-Roman painrings.'5% 

The relationship berween Byzantine styles and the art of 
Northern Europe is enigmatic in that the recurnng classicism 
Of Byzantine art could not have been the source of the classi- 
cism that was increasingly in evidence beginning with the late 
style of Nicholas of Verdun and the unknown artists of the 
Ingeborg Psalter. Katzinger rightly underscored the mterim 
steps leading from these Western works to the eloquent sculp- 
rures at the catrhedrals of Laon, Chartres, and Reims.!5* Because 
Byzantium had no direct infiuence on this maturing Gothic 
art, its possible srylistic role in the development of Early 
Romanesque art, as discussed by Koehler, must have been 
almost completely assimilared by the thirteenth century. Even 
by the time of Nicholas's Klosterneuberg enamels of 1181, this 
role had been absorbed. In the thirteenth century the impor- 
tance of Byzantium's influence on the creators of canonical 
images and iconographies was tar more evident than its effect 
on style. Nowhere is this more apparent than on the tympa- 
num with the Koimesis, of about 1230, above the south portal 
of the Cathedral of Strasbourg, (see illus. on p. 444). 
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299. Transenna Panel with Interlace 
Design 


South Italian (Siponta!, second quarter at th cenmury 


Marble 
76.8 x 74.09 X 6 CM (304 X Zg14 X 2% Ul.) 


Cora a ITIGN: The relief has freen cut out ci a larger 
panel, resulting in damage to the molding; there are 
Tera cracks at the rep and bottom of the panel, several 
small areas of higher reliet are broken off. 


The Nelson-Atkins Muscurn of Art, Kansas City, Mo. 
Purchase: Delsan Trust (49-6) 


Originally this marble pane! and another, 
similarly carved panel probably constituted 
a single large rectangular piece that served as 
a chancel screen. Remains of such double 
panels, some with carvings xlentical to hat 
on the Kansas City marble, are found ar 
Monte Sant'Angelo in Apulia, the location 
of a well-known fifih-century sanctuary and 
pilerimage destination dedicated to Saint 
Michael, near the port ot Siponto, which the 
Byzantines controlled from the lare tenth 
co the lare elevench cenruny:? 

An almost identical panel was discovered 
in a truncated stare, bule into an cighteenrh- 
century altar in the Church of Santa Maria 
d: Siponto. Excavations have shown that 
the eleventh-century church was built 
on the site of what was probably the baptis- 
tery of a fifth-century basilica, the original 





cathedral ot Siponto. In 1022 Siponro and 
Monte Sant'Angelo were elevated to a juint 
archbishopric of the Latin Church under 
Leone, who in 1049 hosted a papal synod at 
Sponto.* It seems likely that the Siponto 
church fumishings, including a pulpit and 
an episcopal chair, were made for the basilica, 
which 15 known to have still been standing 
at that time, though st suftered an earrhquake 
in 991 The church furnishings are generally 
attributed to the sculptor Acceptus, whose 
name appears on a marble bcam found ar 
Sipoato and who signed an episcopal chair 
at Monte Sant'Angelo dated rogu.$ 

Thc chancel panel's interlaced running 
meandetrs and starburst palmertes, possibly 
of apotropaic intent,” are closely related to 
those on the first-century dome af the Hulda 
Gates in JerusalemE and to the patterns found 
in Early Christian church floor mosaics, 
including, those at Siponro.” These similari- 
ties suggest that the Kansas City panel rep- 
resents an eleventh-century repiacement of 
the cathedral's onginal chancel panels, which 
must have been damaged by the earthquake, 
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291. Icon with the Virgin Orans 


Frpzanturu: (& amstantirucple |, rmul- re late 12th 
centure |relef); Itahan (coars at acră) 

Marble 

[31 x 108 cm (7144 x 42% UI.) 

INSCRIBED: MP 8Y (Muntlucr af Croxl) 
CONDITION: Formerly broken inta seven piecea, 
the icon 1$ new reassembled,; the fragment at the 
upper right, including part of rhe Yargun's halo, has 
been recanstrucred. 


Museo Regionale, Messina, Iralv (20) 


The large marble plagque shows the Virgin 
standing on a footstoul. Represented in low 
relief, she is veiled and haloed and wears a 
maphorten that falls gracefully from her arms, 
which are raised in a gesture of prayer. 

The palms of îhe Virgin's hands are 
pterced, as are those on several other surviv- 
ing plaques ot the Virgin similar in size and 
1conography. An almost :dentical plaque was 
found in the excavatnions oi Saint George of 
Mangana in Constantinople and is now in 
the Archaeological Museum of Istanbul, 

It was thoughr that the Virgan had once 
appeared in such a pose at the baga, Or 
holy-water spring, în the Blacherna Church 
in Constanuinople, whuch adjoined the main 
imperial residence. Apparently, after che 
icon was placed in the church, water began 
to flow from the Yirgin's hands. The popu- 
larity of this venerated image helps to explain 
its proliferatian in the eleventh and rwelfth 
centuries. 

Two coats of arms have been carved into 
the planar surface, just above the footstool, 
The heraldry is apparently a later, Western 
addition, RO 


LITERATURE: Kondake 1914, vol. 2, pp. 80-90; 
Iocsca 127, pi. S37; A. Grabar 1363; Large 164, 
pp. 66-87, pl. 13. 
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292. Transenna Panel 


North Italian (Yenice?), rath-rrth century 
Marble 
&â 3 UIC Cm [26 X 43 IN.) 


CONDITIA: The plague is trummed an three 
side; the surtace is abraded in a few spots, 


Wlusee Wlarciana, Yenice, |tali 


Broad, grooved relet bands curve inward 
from the frame (preserved on one short side), 
interlacing in srnall careles hat alternate witb 
large quarretoils în an overall patrern. The 
outer curves ot the circles and quatrefoils 
form dodecagons with concave sides, Var- 
1ous floral and geometric clemenms ll both 
the interlace quatrefoils and the îwelve-sided 
voiils. With few exceptions, crosses and 
cruciform shapes appear in the quatrefoila. 
Greater diversity marks the decoratian of the 
larger dlodecagous, which enclose truncated 
fret patterns, Cros5es, stars, palmettes, rosettes, 
and other floral forms randomiy distributed 
over the plaque. 

The dense scheme of ornamentatton brings 
to mind Liarly Christian chancel slabs, but in 
technique and layout the Yenice plaque more 
closely resembles Middle Byzantine relhefs 
carved in Greece and in he East. The ninth- or 
renth-century relief trom Kavala (cat. no. 1), 
for example, bears a similar interlace of qua- 
trefoils. Production in a Venetian workshop 
1s more likely than the Greek origin proposed 
by Fulvio Zuliani.' "The prominence of many 
decoranve elements not conunen before the 
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tenth century, such as the star- and patera- 
shapecl rosettes, confirms a Middle Byzantine 
date in the tenth or eleventh century. 
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1. Zuliani 1970, p. 126. 
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EXHILBITION: Milan 1990, no. 109, pp. 274-75. 


293. Two Mosaics from a Last 
Judgment Composition 


A. Head of an Angel 

Norrh Italian (Wenice region, Torcello), late rrth 
century 

Mosaic (stone and glass tesserac) 

ŞI X 246 Cm (1214 X 9% in.) 

Muscc du Louvre, Departement des Obyets d'An, 
Paris, France (OA 6460) 


B. Head of an Apostle 

North Itahan (Yemce region, Torcelle), late th 
century, veuth 127h- and 1grh-centure repairs 
Mosaic (stone and glass tesserae) 

47 1 36 CM (18% x 144 in) 

Prisate collection, Mem York, N.Y. 


These two mosaic heads, as well as a third 
(see illus. at right), were part of a late-eleventh- 
century Last Judgement en the west wall of 
Torcello's Cathedral of Santa Maria Assunta.! 
Despite drastic reworking of the three upper 


registers in the second half ot the nineteenth 
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century (sec illus. on p. 437), this ensembie 
includes Middic Byzantine wall mosaics of 
the highest quality; in style and technical 
execution they equal the panel of the empress 
Zoe in Hagia Sophia and the better parts 
at the decorations in Hosios Loukas and 
Daphmi. Lhe unsubtle but monumental 
format— comparable to the ireatment ot 
the Last Judgment in Byzantine icons and 
manuscripts —was mposed by the preexist- 
ing, west wall. 

The apostles, pathered as if in a court of 
jpudement, sit on benches to the left and nght 
of the central composition of Christ with 
the Virgin and Saint John the Baptist. Angels 
stand behind them as guards. Although the 
apostles lack inscribed names, they are so 
tppical of contemporary Byzantine apostolic 
representations that most of them can be 
identified by their poreraitiike teatures, their 
attributes, or both, in the Middle Byzantine 
canon. The present head belongs to one of 
the rwo hearded aposties whose type 15 
ambiguous, either Bartholomew or James 
the Greater. Certainly he 1s not an evange- 
list or either of the two beardless aposrles, 
Thomas and Philip, The modern copy of 
this head was wrongly placed at the tar right, 
a position that belongs to Thomas or Philip 
tn Byzantine iconography. Some art historians, 
unaware of the nineteenth-century change 
in the apostolic sequence, have misidentihed 
this head as that of Philip (whose original 
head is now missing from the Iorcella 
serles).* 
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Each apostle's head is turned slightly to 
the left or the right, indicating interaction 
among them. Every asymmetrical face îs 
an exercise in virtuosity. The matenals are 
high-quality stone and glass paste in a wide 
range of colors, all found in contemporary 
mosaics, The relatively small pieces are care- 
fully cut into squares and rectangles and 
occasionaliv triangles, 

In the anget's face (A) the shadings are com- 
paraavelv hght; transiuons between lit and 
shaded areas are softened by tapenng, rows 
thar blend smoorhly where thev meet (at the 
cheeks and chin and around the neck). This 
sort of gradual transition :s noticeable even 
En the more strongly structured face of the 
apostle (8), whose more promuincnt check 
is modeied by rows that gradually darken, not 
by an abruptly contrasting outline. The har 
and beard are treated with the same care, 
combining alternating rows of darker and 
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evident throughout the west wall, but several 
mosaicists can be distinguished by their 
repertoire of features and choice of materials 
(the two angels pictured here, for example, 
are by two different craftsmen). 

Mostly genuine, the three Torcello heads 
under discussion were derached surrepti- 
tiously in 1872-73. In the nineteenth century, 
after its removal from the wall, the apostle's 
head was given its present oval shape and 
gold background. All that survives of rhe 
apostie's original halo are three dull green 
glass tesserae on the lower left. The shinier 
green area adjoining them was reworked 
from remnants ot the benctws finial. Two 
ohve glass tesscrae, on the lower right where 
the neckline and beard meet, indicate the 
contour anl the color of the original man- 
tle; below them four grav marble and wo 
|.mestone tesserae are the mantle's onlv 
other remnants. On the left the hair once 





Head of an angel, Cathedral ot Santa Mana 
Assunta, Torcello 


3. Andreescu-Treadgold, Corpu (torrhcoming). 

4. Nat bv Moro, as Cormack beheved (in Cormack 
1987); sec Andrecscu-Treadgold, “ The Real and 
the Fakc” (forthcoming), 


lighrer shades. The more visible side of the 
head is emphasized by a cantouring row of 
larger, dark resserae, while the contour vf 
the less visible side contains three different 
colored row segments (red, amber otive, and 
almost black glass in the angels” faces), Similar 
subrlety is apparent in the eyelashes and cyc- 
brows.? The style of a single workshop is 


ended at the corner of the eye but was 
replaced by the new gold background. În 
the late twelfth century a repair was made 
to the right car and to the hair and beard 


above and below it. | A-T LITERATURE: Andreescu 1972, pp. 184-223; 


Andreescu 1976, pp. 247-341; Andreescu 1981, 

pp. 15 30; Cormack 1987; Andreescu-Treadgolu, 
“The Real and the Fake” (furthconung); Andreescu 
Treadguold, Corpus (fortheonung). 


|. Andreescu 1972, 1976, r98r, Cormack 1987. 
2. Cormack 1087. 
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294. Three Ancestors of Christ 
A. Her 


R. Jesse 


C. Kung Dawid 


A Winchester artist 

Spanish (Sigena), ca. 1190-1200 
Fresce on plaster (iransterredi 
57% 44 CiTi [26% X 2174 ul.) 


IKSCRIBED: Erlomw the figure of Her, QU1 a FUIT 
+ HER (his was Hery, the inscription helere Jesse 15 
llegihle. 


CONDITION: The disoloratan Is the result of fire 
darnage. 

PROYENANCE: Chapter House ot the Convert ot 
Sata biarra ini Sigena | Huesca). 


Museu Nacional d'ărr de Catalunwa, Barcelona, 
Spain jMXAC MAC S6zott) 


Located in Villanueva de Sigena, near Sari- 
hena in northern Aragon, and founded in 

1183 by Queen Dona Sancha ot the royal house 
of Aragon, the Convent of Sigena incorpo- 

rated a iarge chapter house, whose glory was 
the great series of paintings of Old and New 
Testament scenes and of fifty-six busts of the 
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ancestors of Christ.” These paintings, severely 
damaged by fire in 1936, have been artributed 
to a migrant English artist whose style 15 
closely related ro that of the Winchester Psaizer 
painters (cat. no 312), active about 1160-80. 
Yule certain byzantinizinz details are shared 
with rhc Bible's historiated initials, other 
features at Sigena indicate direct and vivid yet 
sporadic references ta some of che monumen- 
tal images in the Siculo-Byzantine mosaics 
in Palermo: in Santa Maria dell'Ammuraglo 
(the Martorana), ot 146 /47—51, and in the 
Cappella Palatina, of about 1143, as well as 
in the Cathedral of Monreale, of about 
I182.+ 

The crearive adaptation of Byzantine clas- 
sicism, which pervades many of the biblical 
figures at Sigena, 15 especially clear in the 
busts of the ancestors of Christ that decorat- 
ed the undersides ot the arches supporting 
the chapter house ceiling. Not only the 
physiognomic types and the three-quarter 
views ot the busts but also the suggestiori 
ot introspection and the proportions recall 
many of the Siculo-Byzantine mosaics.? The 
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Sigena busts convey a sense of cumposure 
and an imposing monumentality that also 
must have resulred from firsthand observa- 
tion of the Palermo mosaics in particular. 
This Byzanune-inspired classicism at Sigena 
seems to anticipate the trend in tlus drec- 
ton in English manuscript pamnting about 
1200, as suggested by a comparison with the 
Westminster Psalter and the Saint Albans 
Gospels.9 

The only more extensively preserved series 
ot the ancestors of Christ 1s also English — 
namely, the contemporary stained-glass 
panels from the clerestory windows of 
Canterbury Cathedral.” Many of these even 
more monumental representations also refer 
in part to Byzantine sources. The style ot 
the so-called Methuselah Master has been 
seen as “closeiy alhed” to the paintings ar 
Sipena.” 

When the Old and New Testament sceneş 
in the spandrels and on the walls ar Sipena 
are viewed together with the ancestors of 
Christ, a program of biblical history is made 
dramatically clear. "This historical panorama 
was intended for the education and contem- 
piation of the novices, the nuns, and both 
visiting and resident roșalty.'* 

W D W 
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„Pâcht rgâr, p. ră. 

2. Oakeshoit rez. 

3. Păcht re, pp- r7a—7ş; Oakesheit 1972, passin; 
Kauffmann 1975, pp. ras—1r, nos. 83 (illus. 229— 
39, figs. 26, 34, 38), 84 (illus. 240, 241, colorpl, 
p. 9); Oakeshart 1981, pp. 75-82, compare illus. 
33 84, 10q-6. 

4. Păcht rar, p. 172, kutzinger, “Norman Sicily, 

1966, Pp. 120, 133, Îigs. 96, 97, 100, 103; 

Cakeshoit 1972, pp. 735-122. 


1 


. For example, in the Martorana, sec Kitzinger 
1990, colorpls. x, Xa, îigs. r&-şi. 

6. Păcht 1961, p. 172; N. Morgari 1932, pp. 49-51, 

NOS, 2, 3, ilus. 3, g. 13, 15. 

7. Carirs$ 1977, Pp. 107-1$, 

8. Ibul., pp. 64, 109, us. 

9. Ibud., p. 135. 
18. Dodwell Togi, pp. 472-723. 


LITERATURE: Păcht 1g6r; Kutzinger, “ Byzantinc 
Contriburion, 1866, p. q2, Eg. 28; Kurzinger, 
“Norman Sicily? 1966, pp. 130, 133, figs. 97, 103, Demus, 
Byzazhtine „Î7t, 1970, PP. 135, 158, 165, 193, gs. 177, 
173; New York 1970, PD. 2345-37, ră. 23ă. Cakeshatt 
1972; Demus 1973, p. 103, fig. 3; Caviness 1977, pp. 56, 
103 TOŞ—NT, 113, 155; Oakeshotr 1981, pp. 3, 25, 71, 
75-82, illus. 14, 84, 99, TOz, 1$7, 160; Avril et al, 
1983, pp. 246, 248, zs0-st, figs. 213, 392; Dadwell 
1993, pp. 39, 42, 268, 370—73, hus. 376, 377; New York 
1993, pp. 228, 229, no. 104; Schuler 1994. 


ExHIBITLON: New York 1970, no. 238. 
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295. Central Plaqur of a Processional 
Cross 

French (Limoges), ca. 1185-95 

Copper, engraved, snppled, and gilded, scith 
champlei enamel 

37.2 * 30 CI (Lapi X LI UL) 

ÎINSCEIBED: LH XPS (Jesus Christ) 
COoNDITION: There arc some losses ta the gilding 
Overall, as well as a cut a the top. 


PROVENANCE:; In the possession ot the dealer 
Alfred Andre, Paris; sold 1910; ]. Picrpont Morgan, 
Londen and e York. 


The Metropolitan Muscum ut Art, New York, NY, 
Cati of ]. Pierpont Morgan, 1917 (17.190.40p3-c) 


The figure of Christ and the rough stem and 
arms af the inset arbor vitae cross are exe- 
cuted in enamel on a gilded background, 
Christ” torso and lmbs are enameled in 
white, in stark contrast to the dark green of 
the cross and the deep blue of his long loin- 
cloth, which 15 knozted at ns hip. C.hrist's 
beard and hair are enameled in red, while 
his face is a delicate rose color, 

The refinemenr of the reserved lines of 
gilded copper that sugpest the interior and 
exterior lines of Chrisc's arms, ribs, abdomen, 
and loincloth seems to refer simultanenusly 
to earher Lirnoges manuscnpt painting ' and 
to the effect of cloisonnt enameling. Two 
relatively large Byzantine cloisonne enamels 
on gold, dated berween the eleventh and the 
mid-rwelfth century, display such similar fea- 
tures as Christ's sagging, body, bowed head, 
closed-up heeis, and splayea feet, The imagery 
of these rm'o comparative works —a plague 
mountec at the center of a composite icon 
from southern Italy, in the Hermitage,” and 
the Wirtclsbach enamel in Munich? — is related 
to that at the monumental mosaic ot Christ 
on the cross, of about 1100, at Daphni (see 
ulus. on p. 33).* În type and style these 
cloisonne-enamel images of Chnst are close 
tu the cloisunne «namels attributed to 
Byzantine artists working in southern Italy 
or Siculy from the thurd quarter to the end of 
the twelfth century, as, for example, the 
reliquary cross from Cosenza" and a cross in 
Dijon.” The iconographic and composi- 
tional relationship ot the Metropolitan's 
plaque to the Cosenza cross is particularly 
telling; even the abstract delineation of the 
sinews and muscles ot Christ's arms îs anal- 
ogous, În addition, similarities in 1CoNG- 
graphy and style have been observed în the 
Cruciixion window, dated by Louis Girodecki 
to about 1163-70, in the Cathedral of 
Poitiers.” 

The present work îs one of at least nine 
other close examples, all of which have a 
stylistic and technical connection to enamels 
of other subjects made for the Abbey oi 
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Grrandmont, just outside Limoges, and its 
dependencies.5 While the Order of Grandmont 
was an eremitic one, the abbey did not 
exISt 1n total isolation; its contact swith the 
Byzantine world 15 documented by the pitt 
of a triprych reliquary virh a relic of the True 
Cross in 1174 by Amalric Î, ruler of the 
Latin Kingdom of Jerusalem and an uncle 
af Henry IE of England, Now lost, it is known 
from a seventeenth-cenrary description and 
from an engraving on the back.” That reli- 
quary, however, with its repousse-silver 
Crucilixion, could not have senved as a direct 
source for the Limoges enameled crosses. 
Nonerheiess, the clinging folds of the 
lomcloths in images of the crucified Christ 
from Limoges, in the Grandmont manner, 
and ot the crucified Christ depicted în the 
Poiuiers glass (together smth the byzantinizing 
Pantokraror at the rap ot the same window) 
testify ro the wave of Byzantine stylistic in- 


fluence in the rendering of drapery folds — 





sometimes referred tu as damp folds— which 
became pervasive în Western European 
pâinting and manuscript ilumimation in the 
first half of the owelfth century.!” This raises 
the possibility of multiple contacts over 
the course ot the taeltth century as well as 
rephrasings of Western assimilations of 
Byzantine elements in tbe earlier decades 
ot that century. 

BDE and WDw 


1. Sacrementavy of the Cathedral of Sainr- Etienne, 
Limoges, about 1190 (Paris, Bibliothegque Nationale, 
Ms, lar. 9438, fol. 59); Porcher 1953, pl. 1x. 

2. Bank 196c, fig. 85; Bank 1966, figs. 186, 187 
(color, 

3, Wessel roz, pp. 166-658, rue, 1, colar illus. 

4. Diez and Demuș 1931, fig. go; N. Chatzicdakis 
1904, p, 133, colorpl. 116, 

$. Wessel 1967, pp. 76-81, na, 46, color illus,: 
Sauchal 1057, p. zi a. c; Gauthier 198, 
pp. 4-5, 00. 35, color ilus.: Borne 14, 

Tu, î[,2, 
4. Paris, Ayzanee, 19092, 10. 245, color illus. 
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7. Souchal 1967, pe. za n. 1: Boehm, in New York 
1996, p. 232, no. 62; sec also tărodecki 1g77, 
pp. 72-74, fig. 58 (calor), 

8, Souchal 1967, pp. 26-37, figs. 4, 6 -g; Gauthier 
IgE7, pp. 2159-20, pla. 8, T, CCUv-—CCIC, COLA, 
CAXY, CCARVII, New York 1996, pp. za2-qi. 

9, îDgier 1âsă, Texiet, Dictionnaire, 1557, cls. 934 36, 
3882-89; Duples-Agier 1874, p. 58; Du Caripre 
1883-87, vol. 16, pp, go-—g3; Rupin 1800, p. 46; 
Frolea, Refigite, 1061, p. 85, nos. 319, 365; Frolenw 
15965, passin; Gauthiur 1983, pp. 37-58. 

10. See the discussion pt the Cleveland Cluny leaf, 
Ne 301 spe ra, 1, 25 BOERICr 1941, pp. 70-79; 
Weirzmann, “Varias ASpects” Lp66, p. 20; 
Butzinger, “Byzantine Conrnbution” 1966, p. 37. 


LITERATURE: Breck and Rogers 1929. p. tor, 
fig. 54; Thoby 1953, pp. 98999. no. 16, pl. XI; 
Gauthier 1967, p. 148: Aouchal 1067, p. 34, hg. 8; 
Gauthier, “De la palete 1972, p. 625, pl. 3692; 
Cauthuer, Eezue, 1072, DO. ŞI: Hospital 197q, 
pp: 29-30, fig. s; Gauthier 1957, pp. 203—4. N0. 245 
ilus. 7zt, pl. GOI. 


ExXHTEITIORS: New Vork 1970, *Ol. 1, ruta, 156; 
New York 1996, na. 62, 


296, Chalice of Abbot Suger of 
Saint-Denis 


Egypuan (Ptolemaic, Alexandria), 2nd-1st centure B.C. 


(cup); French, 113740 4 MLOMIts ) 

Cup: sardonyx; mounts: silver-pulc, adorned wirh 
Aligrec, semiprecious stones, pearls, glass insers, and 
Gpaque whire-glass pearls 

H. 18.4 Cr (7'Ain.], DIAM. ar UPPEL CUT [2.4 CM 
(47 în), at base [1.7 ciTi (ae in] 


CONDITLON: Alterationas were made iti Lord (2) 
in (goq-g2z;, when the chalice 15 com pared with 
Daniel Rabel's wvatercalar ot r&z3 far Nicolas de 
Peiresc | Cabinet des Estampes, Fibliotheque Nationale, 
Paris), it is clear that there hac been changes and 
repairs to the sulver-gilt mounts and their decoranian:i 
the mast obyious include the steeper profile ot the 
toot and the modern replacements at all che medal- 
loans excepr for the ane depicting (Christ; the inscrip- 
ron SUGER ABBAS, recorded in 1739, had already 
disappeared by 1791. 


PROYENANCE: Abbey Church of Saunt-Denis, 1137 4 
40-1701 (mentioned by Abbot Suger? and cited in 
the 1534 inventory a5 no, apă appropriated by the 
Iabinet National des Wiedaillez et Anticpues, 
September 30, r7â1, stalen, 1204; Charles Townley, 
1737-1805, England; în the possesson of the dealers 


Harry Harding, England, 1920, and ]. and $. Gsokdschamnictt, 
Frankfurt am Main, 1g20-—22; to [oseph + idener, 
Elkins Park, Pennsylvania, rg22—q2; gilt of Widener 
to the National Crallere af Art. 

National talere ot Art, Washington, D.C. 

Widener Collection |1942.9.277 |C-r]) 


Abbot Suger does not mention the trans- 
formation of the ancient vesse] that forms 
the core of this foored chalce, hut thar he 
marveled at is beauty is evident from his 
description: “We also procured for the ser- 
vices at the aforesaid altar a precious chalice 
out of one solid sardonyx, which [ord] 
derives from 'sardius” and “onyx”; în which 
one [stone] the sard's red huc, by vanping its 
property, so keenly vies with the blackness ot 
the onyx that one property seems to be bent 
on trespassing upon the other.”* The ancient 
vesse] has been identified as Alexandrian, 
from the second to the first century B.c.5 

That the decorative details of the chalce's 
silver-gilt mounts are thoroughly Western in 
inspiration and practice is clear when they 
are compared with the metalwork of the lare 
tenth and eleventh centunes in the Rhineland 
and with the mounts made for Suger's other 
liturpical vessels.€ Yer Suger wrote: “I used 
to converse with travelers from Jerusalem 
and, to my great dehght, to learn from those 
to whom the treasures of Constantinople 
and the ornaments of Hagga Sophia had been 
accessible whether che things here could 
claim some value in comparison with those 
there”? 

It is nat surprising therefore that Suger's 
chalice, in its use of an earlier hard-stone object 
as the core of a Christian altar vessel, may be 
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a casc of canseious emularion. Certainly, 
in its overall form, Suger's chalice reflects 
Byzantine teadition: its shape and propar- 
tions are generally similar to those of several 
Byzantine chahccs made in the previous two 
centuries in Constantinople and brought back 
to Vemce after the sack of the imperial city 
in 1204.% Whale there was an even earlier 
Western tradition with common Eastern 
roots,” and althongh the examples now in 
the Tteasnry of San Marco, Venice, were 
not yet in Western possession when Suger”s 
chalice was completed, the several similari- 
ties are compelling. The comcal foot, origi- 
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nally graced with busts of hoiy personages 
and surmounted by a knob, the bowl of agate 
ot sardonyx, the wide rim of silver gilt, and 
the handles that clamp the rim and knob 
tightly to the bowl are elements of the Suger 
chalice that may be based in earlier Byzantine 
traditiori, The one remaining original medal- 
lion, that af Christ as Pantrokrator, while 
clearly Western in its modeling and in the 
paleographic character of the letter A (alpha), 
15 nevertheless Byzantine in inspirațion. This 
connection is underscored by comparison 
with Byzantine coins as well as wath the 
repousse medallhons on the back cover of a 
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rel.quary of the archanșrel Michael'” and the 
silver-gult medallions of Christ on the pro- 
cessional crosses from Cleveland and Paris 


(car. BOS. 24, 26), 
WDW 


- For descriptions and an analysis, scc Yom, 
Iri Ice tock 19â1, pp. 10-10; Paris zu, 
pp. 174--76, Verilier 1993, pp. 4, 5-10. 

2. Snurer, De admnimestratione DOAIY A], n 

Panotsky 1979, pp. 78-79, 20-21. 

 Mantescuonu- Fezensac aul Craborit-Choapun 

1973-77, vol. 1, pp. râaft, no. 71. 

+. Suger, (de administratione [XXII A], in Panoisky 
1375, pp. 78-79. 

„E MON 1367, Panofsky IŞ7A, p. 221. 

8. Mantesepuicu- Fezensac and Gaborit-C.hopin 

1973—77, ol. 3, p. 42, Wixom, in New York 1981, 
p. Io (citing crosses in the Ticasur; of Issen, as 
well as manuscnpts in 4 alogne!; Crabarit-Chopin 
Ta&t, p. 291; iam 1986, PP. 300—392, 

7. Super, De administratiane [XXII], in Panotsky 

1379, PP. 4-05, 

« WIxom 1967, p. 70; VETO LOBI, p. 112; Vio 

1946, p. 294. 

q. Elbern 1063: Tassilo (halice, pp. E, 13-13, 70—71, 
NO. 17, Îigs. 4, ; Gauzelin (ohalice, pp. 34—35, 37, 
72, DO, 22, Îlp. 36; ALO 1986, p. 294. 

10. Bochm, in New tork and Milan 1984, pp. 141- 

47. ius. p. 1+3 (color), 
11. &ee the more dețailed diucussion in WExorn 1y86, 
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Ep. 294 95, figs.u1 4; Gaborit- Chopin, în Paris 
1951, PP. 173, 176; Werdicr poa, p, 5. 


LITERATURE: Fchibien 1726, p. 541; Lexicr 1837, 
*ol. 27, col 136.5, 1lus.; Rohaulr de Fleury 1883-80, 
YD. 4, D123, Pl. CCCIE; Guiberr Iaro, pp. 27it., pl. ui; 
Cota 1915, Pp. 143—4, pl. ăi. fig. 1; Ricci 1923, 
Pp. î3sfi.; Rosenberg 1926, pp. 209fi., fugs. 1, 2, 6-8; 
Panofsky 1970 (1946 edi, pp. 73, z0s, pl. 24; Cleveland 
1967, PR. 70 71, 3533-54, nD, IIL-43, illus. (color); 
Verdier 1u7ș, fuz, 1: Ăixorn, i Ie York 1g8., pp. 
08-11 rută, 25, cer ulus, (ealor); Oaborir-iChepu 
1986, p. 226, figs. 9, 10; Wixom 1986, p. 294. fips. 1, și 
Paris 1997, nn. 28: Verdier 1993, PR. 5-12, Îlga. 1-10, 
hus. (cezar). 


ExXHIBITIONS: (Cleveland g67, no. ui—13; 
Washington, D.C... Dumbarton Daks, 1978; New York 
181, Ti, 23; Paris gg, no, 28, 


297. Chalice 


Hessian (Fubda:) oc Xiiddie Bhenish, ca. 1170-80 


Siheer, chased, chiseled, engraved, punched, and pilde 
R. 25 cm (94 in), DIAM. Ofcup 18.5 Cm (741. 
CONBITION: Fhe knop, the slecves above and 
below, and the opericork cm the cdgc ot the fcor are 
resrorations froum the first half of the ftourteenth 
Centary. 


Dowmschatz des Karholischen Saint Petri-Dhonnes zu 
Fruzlar, Fruizlar, Hessen, trermani 


Twelve apostles with fluted halos, seated 
on a decorated bench, encircle the broad 
bow/l of chis large chalice. Partialhp affser by 


a stippled background and framed by an arcade 
supported on short columns, the apostles 
turn toward one another in pairs. They hold 
books or rotuti, Only Perer and Paul are 
idenuifhable by their atiributes (tonsure and 
keys for Perer; high forehead and pointed 
beard for Paul), Round, domed rowers appear 
n the spandrels of the arcade, backed by a 
crenellated wall. The six busts of angels on 
the foot also face one another in pairs; each 
holds a Host or an orb tapped with a cross, 
and some a scepter topped with a fleur-de- 
ls. Holiated vines surround the upper edge 
of the base, while palmettes in series extend 
upward into the flutes of the lower stem. 
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Stylistic parallels mirh pornons ot rhe small 
rețable 1n the same treasury and similariuies 
with reliefs in Fulila supporr the anriburion 
and date, 

The theme ot enthroned apostles facing 
each other in pairs and holding books or 
rotuiz as the decoratrve frieze of the exterior 
of a liturgical object has an earlier history in 
Byzantium as well as in Georgia (see cat. 
NOS. 33, 231). While no direct influence can 
be postulated, the continuing recurrence of 
this imagery does suggest something ot he 
currently fashionable art-historical concept 
of “memory.” În any case, the German 
goldsmith of the Frirzlar chalice created an 


imposing Romanesque vanation on the con- 
cept through great technical skull and careful 
planning. The handsomely worked heads, 
the “damp folds” of the draperies, the series 
ot arches, and the repeared motits of the 
continuous seat are some of the rhythmi- 
cally ordered compositianal elements ot 
this beautiful chalice, 


Wa 


LITERATURE: Hauch 125, p. 7â, Braun 1932. 

Pr. 35. 90, 159, 163, 190, 210, 228, 230, 236, 241; 

(a, Swarzeriski 1032, p. 281 n. 70; Caactiens 1957, 

pp. 1356-59; Pralle and Vogel 1973, p. 53, Niederqueil 
1474. pp. pif. nos. 5, 18. 


ExHIBIT10nNs: Munich 1969, no. 74, illus.: Scutt- 
gart 1977, no, 572, illus. 


298. Portable Altar 


German (Regensburg), ca. 1220 

Copper, with gilding over an cak core. and vehuate 
marble 

35 X 23 cm (ii 4 x gin.) 


ÎINSCRIBEND: (On ţhe central medalion, = FIC PATER 
ET LOGOS NEC NON PARACLITYS IH]AGLOS | This 

[î5 rhe] Father, Son. and “also the] Holy Spini); ac 
the upper lefr, rYsTITzA (Justice), ar che upper righr. 
TE|M |PERANTIA ( Iemperance); at the lower left, 
PRYDENTIA | Prudence); at the lomarer right, FORTITVDO 
(Fortitude) 


Comnrrronm! [he tour shester toliared strips on rhe 
tap have been trinumed ta entrame rhe marble altar 
ștone, which 15 a replacement; the ao inhabited strips 
once may have served, along with tva others now 
mussinig, as the side punels of a chesthke portable altar, 
the total elevaton af which has been greatly reduced; 
a pouticn of the borders that orce flanked these side 
panels has been crude repositicned ou the tap of 
the altar; patches of soft hrown patina occur where 
the gilding has worn away. 

PROYENANCE:! l_hurch at Warţerbach, Franconia; 
purchased in Kircheell, 1883. 


Baerisches Manenalmuseur, Munich, German 
(MAR) 


Even though this portable altar has lost its 
three-d:mensionality, it still would have 
been able to serve irs original function in the 
larer Middle Ages. Its decoration represents 
an important phase in Late Omonian metal- 
work and engraving, and its ornamentation 
and figure stvle relate this work to a variere 
ot objects associared vith or comnussioned 
for Henry II (973-1024), Holy Roman 
Emperor (r. 1014—24).' The most important 
of these is the large gold altar frontal of 
Emperor Henry LI, now in the Musee de 
Cluny, which shares the decorarian of folared 
vine tendriis and medalhon busts oi personi- 





fications in its framing. Ihe inscribed busts 
an the undersde of the portable altar, which 
flank thar of Christ, represent the four cardi- 
nal virtues, 

The particular interest here 1$ che possible 
relationship that the altar's ornamentation 
has to earlier and contemporary Byzantine 
decoration. Because there are striking; simi- 
larities to Byzantine fohated vine patterns — as 
scen, for example, in the earlier rrory casker 
panel tron the Louvre (cat, no, 159) — this 
phenomenon wuulkl scem to parallel several 
other specific instances ot Ottonian adaprive 
borrowings from ivory carvings or illustrated 
manuscripts, An additional dependence 
may be scen in the lunate jewelry suspended 
from the hair oc crowns of rhe female 
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personifications, a phenomenon that is 
echoed in some of the “Gisela” Treasure 


jewelry (cat. no. 34 14,8), The Metropolitan 
Museum's unique temple pendant of cloi- 
sonn€ enamel on gold (cat. no. 170), al- 
though slightly later, perhaps îs representative 
of the kind of prorotype thar may have 
influenced the Ottonians. WDw 


1. Mutherich gt, pi. 55, 58; Filirz, “Oeremisehe 
Goldschmiedekunst” roz, pe. 154. 


LITERATURE: Bayensches MN anonalmiustrurii 
1945, Pe. 36, no. 6; iuithericii 1364, pp 44-62, 
Aps. 1-4; Steenbock ra83, pp. zur, fps, ah, 
Fiilirz, “Urrouuische Goldschmuicecekunst” voga, 
pp. 184-385, îig, 72. 
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299. The Beszterec Holy Water Vessel 


Hungary (:), rith or early 12th centune 
Silver gilt ani cast silirer 
H. 26.2 cm jro%in.), including handle 


INSCRIBED: HZOC INHII XE TONNA AMATO 
(Jesus is also the source of healing) 


CONDITION: One leg which was missing and 
aneeher in fragmentare condirion *hen the abyecr 
as found have been repatred, 


FROYEXNANCE: Found in Eeszterec, Fast 
Hungary, near the site ot the recently excavated 
Tonastery. 


Magyar Nemzeti Muzeu, Budapest, Hungarț 


The Beszterec holy water vessel îs the only 
extant vessel in the Byzantine style made for 
containing holy warer for sprinkling,! In the 
Latin West the blessing and the sprinkling 
of holy vwater preceded the Sunday Mass, 
though in certain areas, such as Hungary, it 
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was also part of the liturgy on Epiphany, as 
in the Orthodox world. The inscription 1s 
generally undersrood ro read, “Jesus 15 also 
the source of healing;” which recalls a 
passage from the ceremony of the Lesser 
Blessing ot the Waters. In the inscription 
HZOC the use of the letter Z tar the letter C 
indicates a provenance outside the areas 
directly influenced by Orthodoxy, where the 
pronunciation (I)ICYC is oblgatory. The 
object must therefore be Western in origin, 
perhaps Hungarian, where Jesus” name 15 
pronounced with a Z, following Siovenic 
and Latin usage.“ 

In form the vessel resembles sixth- to 
seventh-century hexagonal * glass pilgrim 
flasks trom Jerusalem.? It can also be 
related to the s.c. Lanterne de Beaulieu, a 
cylinder-shaped reliquare with a handle, 
since they are all narrower at the top than 
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at the bottom.” The rwo human heads that 
anchor the handle appear also on several 
Western hoiy water buckets. Alternate sides 
of the vessel are nearly identical; their leat- 
scroll, palmette, and border motits are 
comparable to those on the Halberstadt 
paten (cat. no, 30), The punched basc of 
the plates points ro a date at the end of the 
eleventh or the beginning of the vwelfth 
century, Lhe griffin and the lion are common 
motifs in Byzantine art; the winged lon 
appears as well, but rarely.* These charac- 
teristics and rhe sophusticated shape ot the 
vessel point to (Constantinopolitan patterns. 
This tepe ot vessel was first mentioned 
in the West in 1090, in the inventore of the 
Hungarian Benedictine Monastery of Saint 
Martinis Mount (now Pannonhalma).* Only 
a tew examples in silver survive, although 
chey are treguentiy listed in inventories. The 
Beszrerec holy water vessel thus may have 
been a gift from an important persan, per- 
haps the masterpiece of a major Byzantine 
workshop, possibly în Hungary, daring from 
the elevenrh or cari rweltih century. A foot 
from a Byzantine liturgical vessel, pussibly 
a candlesnck, was also recovered within the 
area ol the Monastery ol Beszterec. Conse- 
quently, the existence of an earlier Orthodox 
monastery in this area cannot be excluded.? 
EK 


1. Fertich 1asg, pp. 33—șc; E. Thornas 1976, 
Pp- 41213. 
hiclich 1grz, 
Mew York 1973, nos. 33456. 

Paris 196, no. 390. 
Paris 1ş&o, p. 108, Darkevich 1975, p. 36; 
hlosernă Iaşi, NO. 62, 

„Braun 1932, pp. s81, 583. 

7, Nemeth 1936, pp. ui-ză;, Hudapest 1996, 

p. 135. 
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300. Reliquary of Saint Anastasios 


the Persian 


Evzantine [Antiochi, late 1ath century 
Silver repousse, with gilding and niclla 
19.6 X 20% 39 CI (7 x 7 X 15 10) 


INSCRIBED: Surrounding the apse, + KE BOHBEI 
Tu Chi ADY A) EYVUCTARELU ANEI LATIU [LATPIK KAL 
CTPATITU ANTIOXIAC KAI AIKANAOY (Lord, help 
your servant Eustatinos, che proconsul, parrician, 
srateger of Antioch and Likandos); cu the other 
faces, ANACTHAGI KYPIE EIC THN ANANAYCIN COY 
Ci KAI H KIEUTOC POY AN ACMATOC (Risc up, (0) 
Lord, and ga to your resting place, you and he ark 
ot pour rmght (Ps. 13128 4132:2)]); EZEAEZATO 
KYPIUC TILA Chu HPETICATO APFTHR EIC 


KATOLEILAN EYATw (For the Lord has chosen Zion, 
he has desired it for his habtatian [Is 13:23 
(132:133]); AESOZACMENA EAAAHGH IIEPL CO H 
IIOALC TOT BEUY HRIt țioloricus things are spo- 
ken of you, O ci of God [Ps. 8â:3 (87:3)]) 


Domkapitei Aachen, Tlorascharzkammer, Aachen, 
Azermarty 


The Fustathios ot the dedicatory inscription 
may be identified as Fustathios Maleinos, 
who apparently held the position of strategos 
(commander of the troops) at Antioch about 
969—70, and apparently it was he who ordered 
anl donațed the object. The additional verses 
from the Psalnas interpret the small domed 
church as an image of the Heavenly Jerusalem. 
The reliquary is nearly cubical in shape 
and has been enlarged by the addition of 
a windowed apse and a dome raised on a 
drum crowned by a smail cross. It thus has 
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the form ot a small but ornate Byzantine 
church and is opened on three sides by means 
of doors that resemble church porrals deco- 
rated with crosses. The ogival doorframe 
and the billowing segments of the pumpkin 
dome and apse concha are embellished vith 
a rinceau pattern in nielle; other details are 
highlightred in gold. 

Although ît is dificult to compare what 
may be the decorative flourishes of a metal- 
smuth with actual buulctings, several disanctive 
teatures may help ta situate the production 
ot the piece, The pumpkin-dome form 
was common în Byzantinc architecrure in 
Constantinople during the tenth century. 
On the other hand, many ot the decorative 
features, such as the ogival arches, the rolled 
moldings ot the apse windows, and the arcad- 
ed drum seem closer to medieval Armenian 
or Georgian architecture than to Byzantine, 
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which may indicate an Eastern origin for the 
metalsmith, who was perhaps a Georgian 
working in Antioch. 

It has been suggeşted that the reliquary 
was originally a censer or a tamp, but the fact 
that it lacks holding rings and has few apen- 
ings would make it pooriy equipped for 
either function. It was more likely an 
artophorion, a container for the reserved 
Host. As such, the image of the Heavenly 
Jerusalem — or perhaps a generalized version 
of the Holy Sepulchre — would have provid- 
ed an appropriate symbolsm for the contain- 
er of the Body of Christ. After its removal to 
Western Europe (before 1204) it was con- 
verted to a religuary to contain the head of 
Saint Anastasios, a Persian martyr (d. 628). 

RO 


LITERATURE: Sclilumberger 1905, pp. zol-&, 
Grabar, “Relquaire; 19645, pp. 427—33; tarimme 
1972, pp. 46-47, Saunders 1982, pp. 22-13, 


EXHIBITIONS: Essen 1946, N0. 414: Athens 1964, 
no. 51+; Brussels 1982, n 20; Lolognc 1985, 
NO, HIz. 


301. The Stavelot Triptych 


Mosan (Diocesc of Liege |perhaps Stavelot]), 

ca, 1155-58 (franung elements and champleve enamel 
roundels): Byzantine (Constantinople), ca. noa 
Ecioisonre enarnes) 

Gold, copper gult, silver, enamel, vernis brun, and 
precious stanes 

48.4 x 56 cni (19 x 26 in.) apen; center panel: 

48 X 31.8 cm (184 X 12% inj 


CONDITICN: The cuter Para silver column are 
replacemenuts, 


[eOvENANCE: Atavelor, Belgium, ro 1706; Walz 
family of Hanau, Germany, to 1999, purchased from 
Durlacher Brothers, London, by ]. Pierpant Morgan, 
1910; inherited in 113 by ]. P Morgan ]r., who lenr in 
to the Wiorgan Librarp and beguszathed it in 1gqa. 


The Pierpont Morgan Library, New Vork, MY. 


Even in an age that excelled in the use of 
precious and costly materials, the Stavelor 
Triptych 1s a work of astonuishing richness, 
no doubt owing to its function as a rekhquary 
of the True Cross, the most sacred of all 
Christian rehcs. Such relces and rehquaries 
from Constantinople must have been partic- 
ulariy prized through their possible associa- 
tion with the large fragment of the True Cross 
supposedly deposited there by Constantine, 
who recerved it from Helena, his mother. 
The relics, enclosed in a cross-shaped metal 
container decorated with gold pins and four 
pearls, are embedded in the larger of the 
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two Bvzantine triptvehs mounted in the 
center panel, The arta around the ro trip- 
tyehs, non covered with red velvet, as once 
more dazzling — appropriately covered with 
gold leaf and studded with gems and precious 
stones. Although the triptvch form had been 
used in Byzantine devotional ivories and 
True C.ross reliquaries several centuries carlicr, 
the Stavelot Triprych may have helped to 
jurther its popularity in the «hocese oi Liege 
and bevond, 

The rnprch takes its name from the great 
umperial Benedictine Abbey ot Stavelot, in 
present-day Belgium. While there 1s no early 
documentation linking, it with Stavelor, 1 
was in the possesston of the abbes's last 
prince-abbot, Celestin Thys, when he fled to 
Hanau in 1792. Moreover, style and tech- 
nique suggest that it came from the same 
workshop responsible for mo other objects 
most assured]y made for Stavelot, the Pope 
Alexander 1 head relicuary, dated 1145, in 
the Musces Royaux d'Ârt et d'Histoire, 
Brussels, ard the Remaclus retable, also of 
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1145 (largely destroved except lor maro enamel 
roundels now in the Kunstgewerbemuseum, 
Berlin, and the Museum fiuir Kunsthandwrerk, 
Frankfurt). Both works were comnussioned 
by Abbot Wibald, the famous ecclesiast, art 
patran, and statesman who headed the ahbey 
from 1130 to 11$ă, and it 1s quite possible 
that the Stavelat Triprych was made for him 
as well. Wibald acted as adviser and agent 
for three successive Holy Roman emperors, 
Lothar II, Conrad III, and Frederick I 
larbarossa. Ile may have acquired the two 
Byzantine triptychs on a diplomatic mission 
to the caurt of Manuel | Komnenos in 
Constantinople during the winter of 1155-56. 
If so, the triptch would have been commis- 
sioned shortly after his return. Wibald died 
in ul 11s8, in Monastir, Macedonia, on his 
return from hus second trip to Constantinople. 
Byzantine enamels are difficult to date, but 
their inclusion in the triptech provides a ter- 
minus ante quem for them. Ihe YVestern 
artists harmonized their work with that of 
the Byzantine enamelers by adopting such 
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features as the gold backgrounds, blue enamel 
inscriprions, matching halo colors, and the 
use ot transparent enamel. 

Scholars had formerly been precluded 
from making such observations because the 
ta Byzantine triptychs were incorrectiy 
published as part ot the Treasury ot Trier, 
which had lcd some to assume That they were 
nunețeenth-century replacements ot an earlier 
program. În 1973, however, when Jens Yow, 
the conservator at the Margan Iabrary, 
attempted ta remove the rwo Byzantine 
triprechs, he discovered they were nur inde- 
penclent and detachable but were composed 
of metal trames (ot Western workmanship) 
and enamels nailed to the same sculpted oak 
support as the rest of the center panel. When 
the Crucifixion enamel ot the smaller trip- 
tych was removed, an unexpected cavity 
vickded a rolled-up piece of vellum and a 
small silk pouch tighthy wrapped in red silk 
thread. The pouch containedd pieces ot wood, 
a scrap ot white hnen, and soil. The silk 1s 
probably of Spanish origin and imitates a 


Byzantine nuxdel. The inscnption on the vel- 
lum did not, unforrunarel, mention Wibald 
or the artist, or give a date, but it did refer 
to che contents of the pouch: wood from 
the Lords sepulchre and a porrion of rhe 
Vurgan's garment, The tweltth-century script, 
however, conbhrmed that the pouch, 1ts con- 
tents, and, by implication, the srnall tripeyeh 
were part of the original program. 

The tap of the Crucifixion enamel and its 
Western frame arc slightly curved, as are the 
wings, the outer panels ot wluch depict the 
Annunciation, with Gabriel on the jeft and 
the Virgin on the night. In che larger triprych 
below, the four standard multary saints at 
Byzantum appear on the inner wings: George 
and Prokopios on the left, Theodore and 
Demetrios on the mght. Half-length por- 
traits ot the Four Evangelists appear on the 
outer wings: Matthew and Luke on the left, 
John and Mark on the righi. In the center 
panel, benearh busts of the archangeis Gabriel 
and Michael, and flanking the cross composed 
af the relic itself, are Emperor Constantine 
and h:s mother, Empress Helena. The popu- 
lar Byzantine composition of Constantine 
and Helena hoiding or flanking the cross 
symbaiizes their roles in the legend of the 
True Cross. It was not until Constantine's 
conversion that Christianity became the 
ofhcial rehgion ot the state and the cross its 
public symbol; Iletena cdiscovered the Irue 
Cross and gave her son a section of it. Lhe 
composition, used in several Western manu- 
scripts, such as the Antiphonary ot Saint 
Peter's (now in the Nationalbibliothek, 
Vienna, but made în Salzburg about 1160), 
reveals a receptiveness to Byzanrine 1Cono- 
graphic formulas.! Indeed, the placement 

of Constantine and Helena not only dictated 
the arrangement of the narrative roundels on 
the wings of the Stavelot Triptych but gave 
cach of them the same number ot scenes, a 
umque occurrence in early Ime Cross cycles. 

The three roundels on the left wing deal 
with Constantine's conversion and read 
from bottom to top. Constantine in a dream 
sees a flaming cross with the legend “By 
This, Conquer.” He defeats Maxentius at 
the Mulwian Bridge. And he is baptized by 
Pope Silvester 1. In none of these scenes 
15 Constantine depictred wearing imperial 
regala, crowned, or hailoed, as in the 
Byzantine enamel. The explanation 15 ltur- 
gical, for Constantine, unlike Helena, never 
achieved the status of a saint in the West, 
wiule in Byzantium both appear as saints 
by he cighth century. Receptive as the 
West was to Byzantine artistic influence, it 
resistecd when images confiicted with its 
own liturgy. 


The three champleve enamels on the right, 
which also read from bottom to top, treat 
Helena's discovery of the True Cross: she 
interrogates the Jews, who, threatened by 
fire, single out Judas; Judas finds threc cross- 
es, and Bishop Makarios identifies the True 
Cross when it miraculously restores a dead 
youth ro life, Unlike Constantine, Helena 1s 
haloed. She even undergoes a kind ot eleva- 
tion, for in the first co roundels she is 
referred ro as Regina (Queen), while in the 
last she has become Sancta (Sant), the True 
Cross having been verified, and her simple 
crown has become â double nara, The inscrip- 
tons above the top roundels of each wing 
afhrm the power of the C.ross, alluded ro in 
bath sets of roundels, aş well as the tripnch's 
liturgical function. Taken together, they 
form part of an antiphon sung, at Lauds on 
the teast days of the Discovery (May 3) and 
the Exaltation (September 14) of the True 
Cross: “Behold the Cross of the Lord. Flee, 
you hosunle powers. The Lion ot the Tribe 
of Judah, the Root ot David, has conquered.” 

The various elements of the Stavelot 
Triptych, including the classical geras set 
inta the frame, provide a telling meeting 
ground for East and West. Lhe Eastern 
svymbolic representation of Constantine 
and Helena 1s juxtaposed to the Western 
narrative mode, and Byzaritine liturgy and 
hagiopraphy (in whuch Constantine is a saint) 
are contrasted with their Western counter- 
parts. Although the identity of the maker îs 
unknown — the tradițional attribution ta 
Godefroid de Huy can no longer be sup- 
ported — mhe Scavelot Triptych 1s the carliest 
cross reliquary with scenes from the Legencl 
of the Tiue Cross, an uncontested master- 
piece of the twelfth-cenrury renaissancc. 

VA 


1. Voclkle 1șă0, fig, 52. 
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302, Reliquary Cheșt 


English (Canterbury), ca. 1250-1297 

Copper, shaped, engraved, chased. and gilded; feet 
cast 

17.8 X 254 X IL CT (ZX ID 4in) 


CanNnITION: Much of the original gukâunz îs worn 
avea frarn the rost exposed areas arnci the parts with 
the highest celei, 


PEOYENAKXCE: Christ Church, (-anterhure( i]; 
owned by Samuel James Ve hawell (1857-1926), 

E Lampsread, England, and Habert ] Laynes, 
England, în the posscssiaon at the dealer D. Black, 
London, 196ă; in the collection at Air. and hirs. 
John Hunt, Dramleck Pais, Conan habar, 
[rclanil. 

Ihe Metropolitan Xluseum ot Ar, ema York, 2. T, 
The Cloisters Collection, 1950 j1980.417) 


Tradinonal in form and selt-contained, this 
oblong hipped-roof reliquary 1s a majar 
document ot the iconographuic and styhstic 
trends in monastic art in Britain about 1200, 
The rich decoration, which includes an explicit 
series of holy personages — among them five 
archbishops ot Canterbury, wo saintly and 
revered Bush monarehs, and pia female 
martyr saints thought to have come from 
Britain — gives this handsome work a umque 
and special connection with Canterbury, the 
preeminent diocese in Britain.! 

Of the utmost importance in the present 
context 15 the abandonment — most signifi- 
cantly, in the medalions on the lud — af 
Farly Romanesque formulas for physiog- 
nomic tepes and drapery in tavor ot Byzantine- 
inspired conventions, which were beginning 
to prevail in the figurative arts ar Canrerbury. 
The busts ot Christ, Peter, Paul, and the 
Virgin (Wearing, a maphorien) — however 
cursor; and worn—when compared with 
the busts and figures în the “Great Psalter” 
painted at Chnst Church, Canterbury, about 
11R0—g0, are cases in point.” Similarly, and 
despite the difterences in technicue and 
scale, Canterbury glass painting of the last 
quarter of the mwelfth century comes 10 
mind: the Christ on the rehquary chest, 
with bus roundel cap of haar and garment 
details, is reminiscent of the clerestory Jonah 
of about 11to-00, now in the southeast 
rransept.* The models for these figure types 
in both the glass and the reliquary could 
have been original Byzantine or Crusader 
illustrated manuscripts, perhaps ot the type 
of Queen Melisende*s Psalter (cat. no. 259), 
or pattern drawings, such as one in a Gospel 
book now in Princeton (cat. no. so). Motif 
books by Western artists (possibly similar to 
the works from Freiburg and Wolfenbiittel; 
cat. N0s. 318, 318) that were directly inspired 
by Byzantine manuscript illustrations, as 
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303. Front 


well as monumenţal wall paintings in fresco 
or mosaic, also could have been sourceş,* 
It even has been suggested that a mouif 
book reHecting Byzantine models was in 
Canterbury by the mid-owelfth century. 

A later yet related English example may be 
seen în a drawing by— or after—a certain 
Brother William, from the second quarter 
of'the thirteenth century,” 

During the Middle Ages, when the over- 
all gilding on the chesz was still intact, the 
decoranen, originally far sharper, would 
have been discernible by the varșing refrac- 
tions of lght on the bevels of rhe incised 
lines and an the crosshatched textures of 
the backgrounds. The chest, which served 
as a strongbox to secure and protect the 
relics it contained, may bave been shackled 
to one of the altar beams at Christ Church 
by means of the lug at the back." This work 
was well designed for the other functions 
it must have served: to recall in visual 
terms some of the maţor saints revered at 
Canterbury and to aid in their orderly ven- 
eration, either on the altar or in the proces- 
sion ot the litany of the saints. 

W DW 


32. Back 


„ Far a description and full discussicui, see Yom, 


“In quinta scrinig: rogz. For a statement about the 
construction, sec Dandridgc 1ș92. Each figure is 
idennhable from che abbreviated inscriptions, the 
work ot the goldsmirh /engraver, who copicd the 
lerter tormis of a scribe; rhese are consistent with 
the cpigraphy in other (_anterbure “works un metal 
and staimeil glass, 


. Wixom, “În gitinte scrinio 1992, p. 199, figs. Ic, 


MAC, 16, 17, 35. 


„ Ca%iness 1981, p. 39, pl. 40. fig. 104, LO4a. 
. See Wor, “În duinze sc7ii0- 1992, Pe. 199 anl 
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gutzale S0TRI0 T9OZ, DP. 194-227, Îigs. 1a-€, 7a,b, 8, 
ra=14b; Reinburg 1995. p. 23, fig, 16. 


EXHLBITIONS: New York 1979, na. 88; Boston 
199$, n0. 16; Munich, Heinrich der Lowe, 1995, 
na. D-126, 


303. Book Cover 


Italian, vzth centure ion ds. ct ca. 1040) 

vor plaques set into a repousse sileer trame 

24.3 X 178 CI (9 x 64 in) 

PROYEMANCE: Peter Damian; Dominic Laricatus; 
Church of Sanra Anna, Frontale: Ruătschi collection, 
Zurich: Waulliam 5. Glazier coilecnon. 

The Pierponr Morgan Library, Se York, MY, 
((.21) 


The sacramentare for which ţhis cover 
was made was produced abaur rose for 
use in the Church of Sant 'Apollinare in 
Classe, Ravenna. It was owned by Peter 
Damian (1007-1072), a native of Ravenna 
and saint of the Latin Church. Sant Peter 
gave the book to one of his most ardenr 
monastic followers, Saint Dominic Lori- 
catus (d. 060). The manuscript was so 
closely associated with Loricatus that 1t was 
translated to the Church of Santa Anna in 


Frontale for deposit there mnth his remains. 
The boak cover was probably made to con- 
vey the status of the sacramentary as one of 
Saint Dominic's relics. The design, execu- 
tion, and materials reveal the impact of 
Byzantine art in italy. At the center of each 
cover is a portrait in ivory, of Saint George 
an the tront and of Saint Theodore on 
the back. The decorative strips surrounding 
each portrait suggest that the ivories came 
from a disassembled rosette casket (see cat, 
nos. 152, 153). The carving style and the 
full-length presentauian ot the figures indi- 
cate that the presumed casket would have 
been ot Italian, not Constantinopolitan, 
origin. Fhe ivorics are set inta wide silver-gilt 
borders with portraits separated by an abstract 
pattern of flowers and stems arranged in 
circles that echo the shapes of the ivore 
rosettes, On the side wirh Saint Lheodore 





the donor 15 represented kneeling at the feet 
af the archanpel Michael. On the side wirh 
Saint George (reading; clockwrise frora top 
left) are portraits of Matthew, the archangel 
Michael, John the Theologian, Andrew, 
Simon, Nicholas, Bartholomew, and Jarnes. 
Throughout the Byzantine world, from 
Gicorgia to Italy, similar frames pere fash- 
oned tar icons as well as for book covers; 

a particularly close parallei occurs in the 
frame for an icon of Saint Nicholas în the 
Monastery of Saint John the Theologian, 
Parmos,! ICA 


1. A. Grabar 1975, fig. 17 (Virgin ot Choukouli): 
Kominis 1988, fig. 1. 


LITERATURE: (oldschmidt 1926. val. 4, pp. 39-40, 
pl. X1%111; A. Grabar 1975; Kominis 1988. 


ExXHIEITIOHS: Baltimore 1ps7, no. &; New York 
1059, 0. k; e York, Giazier Colectia, 1068, NO. 13. 
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304. Book Cover with an Icon ot the 
Crucifixion 


Panel! 

Byzantine (Constanrinople), second half at roth 
Centuri 

Ivorv, with traces of gilding 

AZ XA CIT (5 X qi) 


Settizig 

Spanish (Jaca], bctare râs 

Sitecr gah, with pseudofiligrec, glass, crystal, and 
sapphure, An 00 

26.7 * 19.1 CM (105 X 74 in.) 


PROVENANCE: In the Monastery of Santa Cruz 
de la Seres betore rog. 


The Metropolitan Museum of Art, New York, N.Y. 
Gift of]. Picrpont Morgan, 1917 (17.90.33, panel; 
17.190.734 Îak cover) 


This panel of the Crucifixion, wich the 
Virgin, Saint John, and angels, ornginallv 
formed a triptych icon. Eastern ories were 
highly prized in the West, and its inclusion in 





a precious setting, reveals the special homagc 
accorded such objects. Like the book cover 
ot the “Precious” Gospels oi Bishop Bernward 
of Hildesheim (car. no. 3aş) this cover also 
integrates a Byzantine ivorș plaque into the 
design, which lends it both prestige and 
valuc. The book cover comes from the cele- 
brated Benedictine Monastery of Santa Cruz 
de Ja Seros, near Jaca, which reputedly wras 
tounded by (hucen Felicia (d. 108$). She 
bestowed upon the monaster; many impor- 
tant giits, among, them an evangelary that 
traditionally has been linked to che compan- 
10n cover ta the prescnr work, also in the 
Metropolitan Museum, which bears an 
identifying inscription.! 

Adolph Goldschaudr and Kurt Weszmarn 
associated the ivore with a series of Cruci- 
fixion plagues prexluced in the second half 
of the tenth century known as the Nikephoros 
Group, which are connected only loosely 
ro che ivory plagque in Cortona sand tu con- 
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tain a fragment of the Lrue Cross and which 
15 inscribcd wnch the name of Emperor 
Nikepharos IL Phokas (r. 9563-69). The Jaca 
panel is one vf the few Byzantine ivories to 
have reached Spain in the Middle Ages and 
clearly was creasured, as its mwelfth-century 
Western setting Inilicates, 

CTI. 


1. We York 1uyz, no. 128. 
2. Goldschrnide anl Verca 193, vol. 2 5, 10%. 
3. bul... no, 77, 


LITERATURE: Ooldschraule arid Wezmarin 13, 
Ol. 2, no. 108; Nea tork .og3, pp. 2568-69, Tir. 128 
(ranuth nbliograple). 


305, The “Precious” Gospels of 
Bishop Bernward 


Piagite 

Byzantine ((onstantinople), late 1orh cenmure 
Liteta. 

14.5 X 103 CT (i X 4 In) 


Aurit 

Omonian (Hildesheim), ca. 1015 (repaurecl ca. 1194) 
Siher gule, vith melo, fihgree, al sempreciouus stenes 
28 x zo <m (nu X 74 in.) 


INSCRIBED: Ori che ron, 515 PLA QYFSO TVO BER/ 
NYARDO TEINA POTESTAS ([ pray that the threctolă 
power is merciful to Bernard); on the back cover, 
HOC 0PY|$] EXIMI|M] BEENVARDI P| RAE |SYLIs 
ARTE FACTV|M | CERNE D|EV]S MATER ET ALMA TVA 

| Bchold, (sod and th; pracienus Morher, this promi- 
nent work, creared mhrough the art ot Bishop 
Bernard: near he Yurgun, SIP 87 ţ Mother at ici) 


ConDITION: Lhe binding 15 modern. 


PROYENANCE: Bishop Bernard of Hildesheim, 
TOIŞ. 


Dam- und Thizesannurseum, Hildesheim, Caermany 
(D514) 
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305. Back 


30. Front 


The practice of setting, 1vory plaques onto 
book covers was unknown in Byzantium, buţ 
many important Constantinopolitan 1Yories 
survive precisely because they sere sent to 
the West, where they trequentlv were incor- 
porated into the deluxe bindings of precious 
manuscripts. Until his death in 1022, Bishop 
Bernward of Hildesheim (active 993-1022) 
was one ot rhe principal patrons of the arts 
and a pivatal figure ot the Ottonian Church 
and court, His “Precious” Gospels, lavishly 
iluminated with scenes from the hfe ot 





Christ, i decorated with a bejeweled cover 
whose centerpiece is the sole rernaining panel 
of a Byzantine ivory triptych chat depicrs 
the Deesis, Christ, standing on a pedestal 
between rhe acclaiming, Virgin and Saint John 
the Baptist, holds a book and gestures in 
benedicnion. Bernward had his own appeal 
tor protection carved into the frame. 

The Gospels were illuminared about 1015, 
which chus provides a terminus post quem 
for the ivary, Once such precious ivories 
arrived in the Latin West as gitts and dipio- 
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matic exchanges, thev na longer pertormed 
their onginal funcuan as icons but took on 
a new role as book covers. A related triptych, 
also with the Leesis, from the same Byzantine 
workshop, is now in Is'khinvah, Georgia. 
Both works, which have in common elongate 
figures whose drapery fal!s in narrow folds, 
must dare roward the end ot the tenth century. 
The decorative filigreed border that frames 
the ivory on the front cover is set with spolia 
consisting of precious and semiprecious gems 
and intaglios, and, in the corners, swith the 
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symbols of the evangehsts in repousse; it dates 
from the end of he nwvelfth century, when 
the Gospels were restored. However, the 
small silver-pilt crucifix below the ivorș, enam- 
eled on the reverse, is from Bermward's time. 
The back cover contains a silver and parcel- 
gilt engraved image of the Virgin Hodegetria 
surrounded by Bernward's inscription cel- 
ebrating his patronage. The figure ot the 
Virgin clearly was inspired by a Middle 
Byzantine ivorș icon like that in Utrecht 
(cat. no. 86), but displays some specifically 
Western elements, as, tor example, the palm 
she clasps in her hand and the Eucharistic 
wafer held by Christ. The bronze doors ot 
the Church ot Saint Michael, commuissioned 
by Bermward in 1015, also depict the Virgin 
ot the Annuncianton holding a simular palm 
branch. As one ot the greatest patrons of 
the age, who understood the significance of 
such images an spotia, Bernward must 
have viewed the ivory as an evocation of 
the finest work produced in Byzantium. 
DI. 


1. Goldşchmidt and Wceitzmann 1934, Ol. 2, No. 132; 
Cutler 994, fig. 148. 


LITERATURE: boldschmidr and Yeitzmann 1034, 
vol. 2. ne. 131; Brandt rog, pp. st-63, 


ExuHILITION: Hildesheun 193, ne. FIII-30. 


306. Mosaic Icon with Saint Nicholas 


Byzantine (Constantinople), 2th centuri; German 
(Aachen), ca. 1220 (frame) 

Mosaic vath silver trame 

22 X 16.4 cm (SAX 64 în], MOȘII: 33 4 26.5 Cr 
[13% 1a% ini.], frame 


INSCErBED: The fragpmenrare inscription or the 
frame has been reconstrucred as VIRTU / TUM PLENA 
NICOLAI SP /LENDET YCONA, PER QUAS/ NOSTEA 
PLACEAT DEYO / CIO SUMMO, /CREDITA TOLUNTIUR, 
SED / CUNCTA DEHINU REFERUNTUR, / .. SUBLATA 
REFERRE (The icon of Saint Nicholas shines forth 
arith his virtue, through vhuch mur eblation mughr 
please che most high Lord. The enrrusted is taken 
away, bur from there all is restored . . . to restore that 
arhich 15 taken avea) 

CLANPITION: The moşaic portions wcrc restared 


scecral times. 


PROYVENANCE: În Aachen-Burtscheid since ţhe 
late twelfth oc carly thirteenth century. 


Pfarre St. Johann-Baptist | Ehemalige Abtei 
Burtsched), Aachen-Burtscheid, Crermanr 


This small Byzantine mosaic icon of Saint 
Nicholas has been in the possession of the 
Monastery of Saint John the Baptist at 
Aachen-Burtsche:d since the late mwelfth or 
carly thirteenth century.” It is one of the few 
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306 


Byzanrine icons for which wc can confirma 
an early presence in the West, Extensiwvely 
restored over the centuries, the face îs difficult 
to see, but the half-lengih frontal figure 
is clearly mppical of a kind of mosaic icon 
(including others ot Saint Nicholas) that 
first appeared in the welfth century and 
continued to be made in Constantinople 
through che Palaiologan period? Despire 
its condition, the icon is ot great interest to 
scholars. Analysis of the history of mosaic 
icon production în Byzantium as well as of 
the frame, made in Germany în the early 
thirreenth century, argues that the icon 
reached Aachen-Burtscheid not later than 
1220 and possibly in the twelfth century.* 
An carly radeon îs refiected în the wnung 
ot Caesarius af Heisţerbach, who in 1223 
commented on the presence at the monastery 
of a rmraculous icon that had been brought 
there by a Byzantine prince known as 
Gregory. Attempts to identity Gregory have 
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been inconclusive. The sgnificance of this 
tradition is that it underscores the reverence 
for Byzantine images in the medieval West, 
Admiration for their unusual techmgue and 
thear authority, based on the purported antig- 
uity and authenticity of their portraits, was 
heightened by the legends that described 
the journeys taken by the images to reach 
Europe. While the presence at such authori- 
zative images enhanced the value of Byzantine 
art în the West and promoted the use of some 
iconographic types, it probably had litle 
effect on the stylishc development of European 
art until the rhirteenrh century, as Hans 
Belting has pointed out 

EW 


= 
. 


Erickelberg-Liitz 182, p. qe. 
2. Ihid., pp. q&-sa. 

3. Ibid., pe. s7—ru, 

4. Ii. pp 482. 

s. Belting 1994, pp. 3320-33. 





307 


LITERATURE: Erickelberg-Piitz 1952, pp. 9141, 
figs. 1, 2, 13, 14a-c, 18, 19; Belting 1924, pp. 330, 
590 n. 7, fig. 197. 


EXHIEITIONS: Athens 1964, 0. 161, p. 233; 
Cologne 1985, no. H62, 


307. Panel with a Bust of the 
Virgin Hodegetria 


Eyzantuin țtanstantinople), rorh-urh centure 


[var 
14% IL Cr (Şi x 4 10.) 


IXSCRIBED: PRESULIS IMPERIIS BERTOLDI 
CLAUDITUR OMHIS TEXTUS EVANGELII REDIMITUS 
HONORE DECENTI (By rhe order af the bishap 
Bertoldus the entire text at the Gospels is enclosed 
[în a cover] as a deserring mark ot honor) 


PRAOYENANCE: Passenri collection, Fabriano; 
Saller coliecrion, Berlin, until 1838, 


Staatliche Museen zu Berlin, Muscumn fir Spătanuke 
und Byzantinische Kunst, Berlin, Caermany (2394) 


———— SE A "E PUI 


>VLISEII A DHAI Oa 
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Thus plaque shows one of the most common 
subjects represented in 1vory în the Middle 
Byzantine period, the half-length image ot 
the Virgin Hodepetria, in whuch the Yirgin 
holds rhe Chrisr Child in her left arm wbile 
she gestures toward him with her right 
hand. She can be shown seated or stand- 
ing, either full length or, as in this case, bust 
length. The popularity of the image derives 
from the Virgin's role as divine protector 
both of the Byzantine emperor and ot the 
capital city, Constantinople. 

he central medalhon of the Hoadegetria 
15 surrounded here by four smaller medal- 
hons that contain bust-length portraits of 
Saint John tbe Baptist (upper left), Saint 
Peter (upper right), Saint Paul (lower left), 
and Saint Thomas (lower right). The zigzag 
garland that encloses all five porrraits relates 
the panel to a placue in Utreche (car. no. 86) 
that shows a standing Hodegetria. Srylstically 
it has been assigned by Adolph Goldschmidt 
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and Kurt Weitzmann to the Romanos 
Group. 

The plaque originally served as the center 
panel of a triptych. It was already in the 
West in the Romanesquc period, when în 
servecl as the cover to a Gospel book. At 
that time new pinholes were added in the 
Corners, as was the inscription în hexameter 
around the border. Except for his name, 
nothing; is known of the bishop Bertoldus 
mentioned in the inscription. 

ST 


1. Goldschmiăt and Werzmann 1934. vol. 2, p. 3, 
NO. 46. 


LITERATURE: VGge [900 pp. 13-14, 00. 18; 
Volbach 1923, pp. 9-10; Grokdschmudr and Wenz- 
mann 1934, *0l. 2, p. 40, no. 50; Eftenberger and 
Severin 1992, p. 226, n0. 127, Cutler 1994. 


308. Exultet Roll 


South Irahan (probably Benevento), g&i-87 
Tempera with brown mk on vellum 
33.5 X 27.2 cra (0 x 19% ini.) 


INSCAIBEN: A liscot Lombard princes of 
Benevenro inciudes “er principe nostre Paldolfo? 
which refers ro Pandolf II (1. 92-87). 


CLONDITIAN: According to Avery, the manuscript 
vras cut apart in the owelfth century anul arranged 
vrizh text and images inverted, ir 15 now in Twenty 
SEcrIOnIs; two scenes are probably missing; The pigr- 
ments are rubhed and for the most part lost. 
PROYENANCE: Benevento until the cightecnth 
century. 


Biblioteca Apostolica Varicana, Vatican Cite 
(M3. Var. lat. 0820) 


Some thuirty-three examples remain today of 
the so-called Exultetr Rolls, South Irahan 
bturgical manuscripts bearing the text of the 
hymn that opens the Easter vigul, “Exultet iam 
angelica turba coelorum”! This exhibition 
includes an example from the Beneventan 
region, one of the Two major centers (along 
with Bari) char produced them. Of all the 
Exultet Rolls, which dare from the tenth to 
the fourteenth century, this Vatican example 
15 one of the oldest, Myrtilla Avery, who 
provided the basic caralogue of Exultet Rolls, 
attributed this manuscript and two others 
from the same scriptorium to San Vincenzo 
al Volturno. But Hans Belting; has argued 
more recently that they were actually made 
in a scriptorium at Benevento itselt, between 
93ş and 97.2 Indeed, he has n the paint- 
ing style for one of these threc, the Benedictio 
Fontts.* Although made în the tenth century, 
the Vatican Exulter Roll was reworked in 
the twelfth century, provided vrith a new 
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308. "Ihe Anastasts, Sec. 19 


text and a format chat inwverted the illumina- 
tions so that worshipers facing the pulpit 
could see them right side up as the reader 
unrolled the text. 

In different centuries and în different 
regions of southern Italy, Exulter ilustrations 
display varing conneciions to Byzantinc 
art. Vatican 9820 belongs to a period when 
southem Italy had come once again under 
the militar control of the Byzantine Empire. 
The Lombard princes of Capua werc the 
vassals ot rhe Byzanrine emperor. The great 
monastery ot Monte Cassino, not tar from 
Benevento, was under Byzantine protection 
and is abbor had traveled to the East.* It 
15 not surprising, then, that Belting among 
others has found close comparisons between 
the style and iconography of Vancan 9820, 
including such images as the Anastașis, and 
the iconography of Byzantine works. 

E WC 





i. Forextensive discussion ot the structure ot the 
Exultet Rolls, see Cavallo 1973. Recent bnbliogra- 
phucs can be founil in Orofino ans Pecere rog, 
p. 106, ani Speciale 1991, Pp. 2241-50, 

2. Avery 1936, pp. 31-34; Relrinp, 96, [e 154; an 
jhe cate aud current stare ot the manuscript, see 
Orofina and Pecere 1go4, pp. 1ar-6. 

3. Belting 1965, pp. 17-83, 

4. Bloch 146, pp. 173, 

ş. Felring 1968, pp. 176, 243—q, Fartsoriis Tag. 
pp. 135-360, 204. 


LITERATURE: Aer 1036, pp. 31-34, pl. Ca —- 


caii; Belung 1468. pp. râ7 83, Kartsonis 1086, 
PP. 135 36, 204. fig. zob;, Orofura aul Pecere 1994 
pe. Li-&. 


ÎLxHLBITIONS: Cologne 1092, na, 30; Oroiina 
and Pecere 1994. 
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309. Homiliaries 


South Italian (Monte Cassin), 1072 


(Codex ga 


Tempera an vellum 
PR. Îl + ao +] 
33 X 25 CI 413 In.) 


Codex 98 

Tempera on ellurin 

pp. Îl + oa x] 

34.7 % 24.5 CM (044 x 94 in.) 


INSCRIBED: The ode on talio 3 af Codex og 
recorils the date as rozz, the doncr as “ Frater 
joharinies. Alarsicanae cudurn ecclesae archipres- 
înrter” ţ Brother Jahn, ance archpresbiter ct the 
Marsit Church), aul che serile as the rank Leo. 


Archiva della Badia, Monasters ct Monte Cassine, 
Ital ((Cosds. 38, og] 


In 1c71, less than six months after Bari, 
the last Byzantine stronghokl in Italy, fell to 
the Normans, Pope Alexander Il dedicared 
Abbor Desiderius's new basilica at Monte 
Cassino, At this moment, as Desiderius 
sought Byzantine art and artisans to embel- 
sh his church. Monte Cassino became the 
source ot a ne wave of Byzantine intluence 
throughout the peninsula.” 

That same vear saw the initiation ofa 
bnilant period of manuscript iilumination at 
Monte Cassino.” The two homiliary volumes 
Monte Cassino Corhices 98 and 99 were begun 
about rhat rime, perhaps o mark the dedi- 
cation of the church.” Codex 99 includes a 
dedicarure oile as ins colophon that identifies 
the volume as the guft of “Brother John, 
ance archpresbyier of the Marsic Church,” 
an the occaston of his affiiiation with 
Monte Cassino in 1072.” Because of this 
colophon, 98 and gg have become anchors 
n an ongoing, debate over the chronologr of 
the manuscripts produced in the Monte 
Cassino scriptorium.€ The honulanies have 
illuminated initials and ornamental motifs 
in the Beneventan style. In addition, however, 
both include scenes from the lives oi Christ, 
the Virgan, and John the Baptist, drawn in ink 
and based on Byzantine prototypes, that 
may belong, to an unfinished narrative cycle.” 
Alrhough the Byzantine models are copied 
with varțing degrees of skill, the images 
typuf? the renewed interest in and [amuliaritye 
xnth Byzantine art that emerped at Monte 
Cassino. Among, the most beautiful and 
accurate of these images are the Annunciation 
in 99 and che Presentation in 98, but per- 
haps the most interesting, is the Koimesis în 
98.5 The axtist closely iollowed a Byzantine 
example in the outline of the scene and the 
poses of the figures, such as the sainr who 
croucheș near the Virgin.” He has, how- 
ever, misplaced other figures. Thus Christ 
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720. Ihe Fii isa alt Cod. 99 


holding the soul ot the Virgin is positioned 
toc far to the right, anul the apostles who pes- 
ture terwvarăd her stand on the wrong side 
ot Christ, Such anomalies may indicate 
thar the artist did nor fully understand his 
model.'” Yet some variations of this kind 
typif che products of even the best mosaic 
vorkers and manuscript illuminators assocl- 
ate wuth Monte Cassino, who, as Ernst 
Kirzinger, Helene Toubert, Lucinia Speciale, 
anci others have pointed out, added Italian 
elements, perhaps of Earh: Christian origin, 
to their images.!"! Most telling here 1s the 
depiction ot the Virgin's bier as a fluted sar- 
cophagus, which is not an Eastern mout 
but onc found in Italian paintinzs related to 
works from Monte Cassino, including fres- 
coes at Sant Angelo in Formis, near Capua, 
and at Rongulise. * RW C 


i. Il: colophun 15 transeribueid anul translate in 
Eluch 1g836, vol. 1. pp. 78 80; E. mereu 1g7, 
pt. 183-8y. F. Newtun 7 promules the acceptul 
uiterpretation. Sec also Orofino nul Alacher 1980, 
p. 38. A translaticin of che maalecducticara porturi ot tie 
colophen appears in FE. Newton 1973, pp. 6-7. 

z. Bloch 19, p. 222: Demus, Byspntie Art, 070, 
pp. 24—2%;, BItzinger 172. 

3. Orofino and Adacher 1989; Speciale 1og1, 

PE. 148-+9; Speciale 1993, pp. 1320. 





3508. Lhe Eoarnesis, Lol. 98 
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319. The Baptism of Christ, fol. 123v 


4. Bloch 1946, pp. 204-5, 209-109; Locw 1914 
(1980), vol. 1, pp. 2983-99, vol. 2, pp. 65-66; 
Inguanez 1915, vol. 1, pp. 98- 103. For the most 
extensive recent bibliographics, ser Orofino and 
Adacher 1989 and Speciale 1093. 

5. Bloch 1946, p. 200; F. Newton 1979, pp. 181-205; 
Speciale 1993, pp. 20-21. 

6. Speciale 1991, pp. 14657; Speciale 1993, pp. 19—20; 
Zanardi 1993, pp. 37-48, 

7. Speciale 1993. 

8. Kitzinger 1972, pp. 15556, fig. 7. 

9. H. Maguire 1981, figs. ş2, ș6, 60, 65, 67, 

10, Demus, Byzantine Art, 1970, pp. 26-28, figs. 25—28. 

11. Kitzinger 972, pp. 2831-84; Toubert 1976, pp. 32-33; 
Speciale 1993, pp. 19-26. 

12. Bloch 1946, p. 201, lips. 229—31; Demus, Byzaztzne 
Art, 1970, fig, 43; Bloch 1986, vol. 1, p. 60; and 
Orofino and Adacher 1989, pp. 134-35. 


LITERATURE: Înguanez 191$, vol. 1, pp. gă-roz; 
Bloch 1946, pp. 204-6, 209-10; Demus, Byzantire 
At, 1970, pp. 26-28, figs. 25-27; Kitzinger 1972, 

pp. 155-60, fig. 7; E. Newton 1973, pp. 6-7; E. Newton 
1979, pp. 181-205, pls. z0a.b, 21; Bloch 1936, vol. 1, 
pp. 58-80, figs. 19, 49; Orofino and Adacher 1989, 
pp. 365-106, fig. 22, pp. 109—q1, gs. 1-4, 13-1$; 
Speciale 1991, pp. 148-57, fig. 49; Speciale 1993, 
pp. 19-35, igs. 1-8, 19, 20; Zanardi 1993, pp. 37-49. 


EXHIBITION: Monte Cassino 1989. 


310. Greek Gospel 


South Italian, 12th-ath cenzury 
'lempera on vellum; 138 fols. 
29.2 X 20 CM (1% X 74 in.) 


CONDITION: The manuscript was restored in 1955 
and has a modern binding. 


Biblioteca Ambrosiana, Milan, Italy (Ms. D 67 sup.) 


Assigned to southern Italy and dated by 
scholars to the twelfth or thirteenth cen- 
tury, well after Byzantuine control of the region 
had ended, this Greek Gospel is profusely 
illustrated with depicuions of Saints Matthew, 
Luke, and Mark, the Entry into Jerusalem, 
the I.ast Supper, the Berrayai, the Narivitv, 
the Adoration of the Magi, the Baptism of 
Christ, the Presentation in che Temple, and 
the Dormition of the Virgin.! These scenes, 
which find close parallels both in works of 
Middle Byzantine art and in intensely byzan- 
timzing Italian art, underscore the array of 
Byzantine models available in Iţaiy.? The 
Baptism, for example, depicts a Christ whose 
arms are raised, a position seen as early as 
the mosaics at Hostos Loukas.? the striding 
seminude draped figure oi John the Baptist 
finds close paralleis in the byzantinizing fres- 
coes at Parma from the middle of the thir- 
teenth century.* The Adoration with Joseph 
standing behind the Virgin occurs in Early 
Christian sarcophagi, but otherwise this ver- 
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sion of the scene is Middle Byzantine, appear- 
ing at Hosios Loukas and in Cappadocian 
wall painting.5 The Dormition of the Virgin 
with Jephonias attempting, to turn over her 
bier has its best parallels in Middle and Larc 
Byzantine painting,* Such use ot Byzantine 
models similar to those proposed for other 
South Italian Lauin manuscripts suggcsts 
that this one was made in a Campanian cen- 
ter such as Benevento,? Initials, ornamental 
motifs, and especially the figure types and 
the decoration of the thrones of the evange- 
ksts, both of which are stnkingly lhke rhose 
tound in a twelfth-century Exulet Roll (Rome, 
Biblioteca Casanatensc, 724 B 13), support 
this localization.ă RWE 


. Cipnani 1968, p. 28; Gengaro ec al. 1957, pp. 176, 
195-202, pls. LXXI-LXXXVINI. 

. Brussels 1982, p. 66; Gengaro et al. 19$7, p. zor. 

. Schiller 1971, vol. 1, fig. 362. 

. Demus 1968, pl. XXXVI, fig. 79. 

. Schiller 1971, vol. 1, p. 96, figs. 246, 269; Fpstein 
1986, fig. 64. 

„ Weitemann, Ic04, 1978, p. 18, pl. 40. 

„ Belting 1968, pp. 237, 243. 

3. AvcrY 1936, Pp. 29-39, pls. CXIX, CXX, CXXIV; 
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LITERATURE: Gengaro et al. 1957, pp. 176, 
195-202, pls. LAXI—LAXXVIUI; Cipriani 1968, p. 28. 


ExXHIBLI1ONS: Zurich 1943-49, n0. 192; Brussels 
1982, no. MI4. 


311. Portion ofa Bible Leaf with 
Saint Luke 


Furgundiari ţi_luri), că. ui 
Ternpera, with gold and silsec, on parchet 
71 X 06.2 CMG x 6%) 


CONDLUIILON: There are scatterec sraall losses 
ot pigment through abrasiun and creasari gg. 


PROVENANCGE: Abbey of Cluny, ca. oo; 
L. W Raliul], Seontreal. 


The Cleveland Muscurr ot Arr, Cleveland, Chin. 
Purchase frcun the |. EH. Wade Furul (65190 


This frazment is the lower outside quarter 
of a large Bible page. Lhe recto contains a 
portion ot two columns of text, one ot 
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which is the end of the Gospel of Saint 
Mark and the other the beginning ot Saint 
Jerome's preface to the &rospel of Luke. The 
larter ends just above the miniature of Saint 
Luke, au the verso of the original full page. 
The monumentalir at the îgure of Saint 
Luke depends on the linear description of 
torm, the proportional relationship of the 
large body to the small head, and the strong 
and dramatic color contrasts with the lughly 
patterned background. The dignit ot the 
evangelist 1s balanced by the reverse per- 
spective ot the lectern, the dashing move- 
ment of the wawy scroll, and the rwisted 
head and wings at the cvangelist's symbol, 
the ox, at the lower nght, Both the compusi- 





tional force and the concentrated energy 
of this Romanesque nuiniature are uni mhis- 
takable and would have been particulare 
foreign to Bzantine senubilities, 

Yer in the delineation of the drapery, în 
the style of the bearded head, and in a cer- 
tain staruesque flavor there 15 a clear depen- 
dence on Byzantine painting. This could 
have occurred directly through contact with 
Greek monks and their work! or ncirectly 
through the interpretations of Byzantine 
conventions bi Crusader artists active în the 
Holy Land? and by others working, at Monte 
Cassino? and Rome,” whose pamtings may 
have been tamihar ta members at the scrip- 
torium at Cluny, 





312. The koimesis, fol. 2gr 


The Byzantine system of “damp tolds, 
exemplified by the Matthew miniature also 
NOX in Cleveland (cat. no. ș8A), was a method 
of treating; the draped figure that was adapted 
from classical art by the Byzantines, who 
developed the practice “into a systematic 
interplay ot plastic folds forming, well-marked 
ridges and drapery surfaces clinging closelv 
ta the body. "5 These are the elements most 
clearly seen in the Cluny miniature; they are 
also a representative stylistic ingredient in 
the presumed wave of Byzanune influence that 
affected manuscript production and wall 
painting in much of Western Europe,” 
especially in the first half of the pwelfth 
century.” WDW 


1. Geanakoplos 1366, pe. 4s; a psalrer from Constan- 
tincple, of about 1e72, wiurh muniatureg probably 
based on the mosaics at Daphrui, appears to have 
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the tsereonskirche there in 1269 jcologne 1985, 
NO. FE a, ius. 

2. "4rusader manuscripts may hac cerc te the Vcst 
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berween 1131 and 1143, which was apparentiy in 
France in the late taeltth or thirteenth centure, see 
alse London, Byzantiur, 1994, NO, 180, p. 164. 
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312. The Virgin in Glory, fol, zor 


312. The Winchester Psalter 


Enghsh (Yinchesteri, ca. 1140 
Tempera on vellum; 142 fals, 
32 X 22.5 Cn (123% X BA în) 


The Bruuish Library, Department af Marmuascripts, 
London, England (Cotton Ms. Mere C.I) 


The Winchester Psalter with canticles and 
pravers to Christ and the Virgin is prefaced 
by thurty-cight full-page miniatures wirh 
scenes from the Old and New Testaments. 
With its pictorial frontispiece and interces- 
sorY prayers, the volume constitutes a pri- 
vate devotional psalter of a kind furst seen in 
twelfth-centurr England and widespread 
thereafter. Although many were made for 
women, the masculine forms in the pravyers 
here indlicate a mate owner, who :s generally 
thought to have been Henry of Biois, noted 
art collector and bishop of Winchester from 
1129 to his death in 1171. 

The frontispiece miniatures seem to have 
been concelved as facing paurs but were 
changed into a seguence of rectos during a 
rebinding, probably in 1842. Yhe pair ot 
muiniatures ilustrated here 1s characteristic of 
the cycle in its emphasis on the Virgin but 


excepuonal in its Byzantine character, seen in 
the use of the Koumesis (the Byzantine image 
of her “dormition”) on folio 2gr and the 
impenal angels on falio zor. 

The locanon ot this par ot leaves bevaeen 
the Grospel cvele and the Last Judgment is 
significant, for it places the Virgin's com- 
mand:ng, presence and pravertul pose pro- 
tectively betare the grisly scenes ot the 
Judgment. Na less sigmficant are the Anplo- 
Norman inscriprions introduced above the 
scenes shoitl after they were made, Above 
the Dormition *e read ICI EST LA SUMPTION 
DE NOSTRE DAME (Here îs the Assumption 
of Our Lady); above the enthroned Virgin 
I5 ICI EST FAITE REINE DEL CIEL (FHere [she] 
is made Queen ot ] leaven). Lhe inscriptions 
contrast with the iconic concentration of the 
images, for they impiy dramatic action: the 
Vrgin's recumbent pose 15 read as her bodil 
elevation into heaven, anul her intercessory 
posture between angels 1s read as her coro- 
nation 45 heaven's queen, These readings 
express Catholic, not Orthodox, theulogy 
and reflect the livelp interest in mid-rwelfth- 
century Western Europe and particulariy in 
England în the bodily assumption of the 
Virgin and her coronation as Christ 's spouse 
un eternity. 

The inscriptions explain the Vurgin's 
placement in the psalter by elucidatung, her 
elevatian to her potent position as intimate 
intercessor before the tribunal of God. Ihey do 
nor, however, explain the scenes” Byzantine 
form. Francis Wormald has sugpested that 
it is unbkely that the two pages imitate a 
Byzantine diptrych, for when the Virgin îs 
paired with rhe Koimesis in Orthodox art, 
she always has her child, Holuer Klein has 
most recentlv argued that her enthroned and 
ocans pose on folio zor derr'es from a very 
different Byzantine context — as an interces- 
sor at the Last Judgement. It 1s so approprate 
to the psalter that it must have been adopr- 
ad knowingly. But because it would not have 
been paired with the Koimesis in Orthodox 
art, the “diptych” must be not a Greek bur 
an Enghsh creation. The use of the paired 
Byzantine images demands an explanation 
more intent:onal than mere copying, 

It may be that the psalter's corner under- 
stood the contemplative power ot Byzamine 
icons and wanted such a pause before con- 
fronting the Judgment. But the inscriprons 
are anything but contemplative. They sug- 
gest that the scenes were used to convev an 
lea that had not yet developed its oam visual 
formula: the Virgin's bodily assumption To 
become Chnst's spouse and queen, At the ume 
the psalter was made, this theme was assum- 
ing a recognized forrmn in the Coronation 





portals of Early Gothic France. However, 
the Winchester Psalter seems to have drawn 
on a difterent and more distant monumental 
source — the image of the Roimesis in the 
church outside Jerusalem that housed the 
Virgins tomb. Lhe sight of Jesus elevating 
his mother 's soul over a tomb that was emptr 
of her body would have been for Western 
vISItors a most compelling, visualization ot 
the doctrine of the Virgin's bodily assumnp- 
tion. The “diptech's” Byzantine imagery may 
have been a wat ot conveving this pilgrim- 
age vision ii England. In addition ro jusutw- 
ing the unusual pairing ot images and their 
pronounced Byzantine character, thus would 
also explain a detail that has puzzled schol- 
ars: the translation ot the footstool by che 
Virgin's bed on folio zor into a sarcophagus. 
It is her empt tomb. The “cdiprech” shows 
clearly that the use of Byzantine images was 
not a matter of blind copving or indiscrimi- 
nate influence; it was a matter Of CONSCLOUS 


message making, 
A WC 


LITERATURE: Herbert mpi, p. ; Wormald 1973; 
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313, Canon Page with the 
Crucifixion, from a Sacramentary 


Lerman i Lover Saci, prorbialbbe Tilches ei], 
Ca, D6Q 

Tempera and gold leat on eilum 

30.2 % 20 CIND [114 ZA IN) 


FEOVENANCE: Callectiun af Erust aud Marrhe 
keotber-Truiger, Lucernc, 


The Museurn ot Fine Ars, Houstoti, [es. Museuni 
purchase wich funds provided br rhe Laurence H, 
Favrot Bequest Fund [71.8] 


This Crucifuuon leat, wluch originally opened 
the canon ot the mass în a sacramentary, has 
been atenbuted convincingly ro Hildesheim 
and dated to about 1160, Remarkable stylis- 
tic similarities, including facial tpes and 
paletre, tie it to the sacramentary written 
about 1159 tor the priestr Ratmann of the 
Church of Saint Michacl ar Hildesheim and 
to the Stammheim Missal, alsa produced at 
Hildesheim during the same period, The 
closeness of the figure of the Virgin ra rhe 
Virgin in the Crucifiion ot the Stammheim 
Missal sugpests that borh works ma well 
be by the same painter.” Wherher our painter 
was based at Hildesheim or elsewhere 15, 
however, inconclusive, since these (hree 
works alsa show similarines wrth manuscripts 
tram Helmarshausen. 


475 


All ţhese works belong to the reign of 
Henry the Lion, duke of Saxony and Bavaria, 
and indeed, from the nuddie to the end of 
the nwelfth century, the region was a center 
ot remarkable manuscript illuminaricn and 
metalwork production,* Scholars have noted 
an increasing, usc, in works ot this period, of 
stylistic elements drawn trom Byzantine art. 
The Houston leaf marks an early stage in 
this process. As Jack Schrader has elogquently 
written, “| It is a] representative of a Saxon 
ideal” upon which later works are based. 
He gocs on ro note that in the Houston 
Crucifixion, Byzantine influence “is but 
mildly and naturally assinilated.”$ Indeed, 
tbe position af the figure of Christ, the 
Virgin's facial wype, and in particular her 
pose and mantle distantly reflect a tamuliarity 
with Byzantine art that was present in Europe 
beginning; in the Carolingian and Ortonian 
periods. Here, however, the Byzantine ele- 
ments are restrained in the smooth and sim- 
ple planes of the drapery and im the strong, 
outiine. Thas assimuilation contrasts with the 
more direct copying of such elements found 
in Saxon manuscript illumination by the 
curn of the century.* 
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314, The Floreffe Bible 


Mosan, Ca. 1153 
impera an *ellum; 256 fols. 
7.9 %X 32.3 CI (8% X 124 10.) 


PROFENANCE: Wriţten and illustrated lor die 
Premonstratensian canon of Flarette Abbey, in 
sourhezstern Belgium. 


The British Library, Department ct Manuscripts, 
London, England iAdd. Ss. 17738) 


This tw'o-volume Bible of 236 tolios sas werit- 
ten and illuminated about the year 1153 for 
the Premonstrarensian canons of Florette 
Abbey in southeastern Belgium. Is figural 
decoraton consists of only Ave mimatures: 
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314. The Yirrues and the Corporal 1Yorks of Mercy, tol. a 


a frontispiece for each of the four Gospels 
and a general frontispiece ro the second vol- 
um, which is exhibited here. 

The frontispicce to volume 2 documents 
an extraordinar; moment in the history of 
the relanonship between the Greek East and 
the Latin West, a nume in the mid-rweltth 
century when a sudden increase of interest 
in ancl access to Byzantine Greek culture swept 
over Europe. Much of the intellectual! con- 
tent ot this work has its origin in Byzantine 
theology: the notion of treating a scnptural 
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sequence as an allegory ot spiritual ascent, 
the explanation of the means by which che 
Christian can approach (od, and the inter- 
pretation ot the Transfigurauon as an emblem 
for the highest form of contemplation. 

In words and pictures the rwo-pagt fron- 
tispiece constructs a complex exegesis oi the 
content of the solume it accompanies (Job 
through Revelanion), interpreting the bibli- 
cal narrative ot humarntr 's Journey 10 God 
as an allegor of the individual's spintual 
ascent, The long inscriptiun written outside 





314. The Transfiguratian and the Last Supper, fol. ar 


the surrouniding trame states that the 


imagery is a “sign” for the active anul the con- 


remplative lives, the means by which the 
Christian can achieve salvation. The active 
life, represented by the Virtues and the 
Corporal Works ot Mercy ar the Left, îs the 
prerequisite for the contemplatiwe life, sym- 
bolized by the Last Supper and the Trans- 
figpuration at the right. 

The Transfiguration scene, at the top of 
the right-hand page, represents the conclu- 
şion of both rhe historical sequence of rhe 


Bible and the personal narrative that :s the 
subject oi the allegory depicted. Early Chnsuan 
theologians recognized the event that occuired 
on Mount Tabor not only as a prolepruc allu- 
son to the Second Coming but also as a rev- 
elation of Chrst's diviruty, for on Tabor, God, 
in his own voice, claimed Christ as his son. 
Insight into the nature ot God and the Trinity 
was considered ro be the highest achievement 
of spiritual contemplation, and the meta- 
morphosis vitnessed by rhe three disciples 
on the mountain was thus an emblem for 
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the pinnacle of contemplative experience, 
the goal of the spiritual pilgrimage. 

The visual symptom of the pervasive 
Gsreck influence in the frontispiece 1s the 
Transfiguration scene, which is based on a 
Byzanuine pictonal prototpe similar to the 
mosaic icon from the Louvre (cat. no. 77), 
However, the designer of the Florefte 
Transfiguration significanriy modified his 
Byzantine model by piacing Peter, rather 
than the traditional image ot Johu, in the 
privileged central position. The words in 
the banderoles representing the voice of 
God arc from the second ot the canonical 
Epastles of Peter, in whuch the authar speaks 
ot he Transfiguration (2 Per. r:17-18). The 
use ot (rod's words as describeri by Peter 
rather than as recorded in the Gospels empha- 
sizes Peter” centrality in the Florefte program. 
The seven rays emanating from Christ's body, 
an alluston to the seven gifts of the Holy 
Spirit (Isa. 11:1-3), are rather awkwardiy dis- 
posed so that three rașs fall on Peter and only 
one strikes each ot the four other figures 
surrounding Christ. Peter, alone ot all the 
discipies, had been granted insight into the 
nature ot Christ before the Transfigutatian 
when he called hm “the Messiah, the Son 
of the living God” (Matt. 16:16); thus, the 
three rays directed at Peter suggest that in 
making this pronouncement he anticipate 
the revelarion on Tabor, Perhaps this 15 why 
the Florefe artist departed slightly from the 
Gospel accounts and chose ro show Peter 
gazing confiderily upward, chin in hand, 
rather than stricken vrith fear like the other 
apostles. 

As the first disciple to acknowledge C.hrsr's 
divinity, Peter was declared to be the rock 
on which the Church was to be built. To 
medieval Western theologians this moment 
of recognition represented the birth ot the 
Church on carth and marked rhe designa- 
tion of Perer as us first priest. Florefie was a 
house af the Premonstratensians, an ascetic 
order ot canons regular, priests ling a 
communal monastic life under a rule. Be- 
cause he was the prototypical Christian 
priest, Peter was particulariy venerated by 
canons regular. 

In locating Peter în the axial position in 
the Transhiguration scene, the designer place 
him directly above the figure of John in the 
representation ot the Last Supper in the 
bottom register ot the page. eter and John 
traditionzlly were paired in patristic exegesis 
as exemplars, respectively, of the active and 
contemplative lives. John, author ot the 
fourth Gospel, was the prototypical contem- 
plative. The prologue to his Gospel, “In the 
beginning was the Word” (John 1:1-18), 
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was considered the most sublime expression 
ot Churist's ineftable nature in Scripture, and 
hus gesture of lcaning on Christ”s breasr at 
the Last Supper was interpreted as evidence 
of his special knowledge of the innermost 
secrets ot the Divinity. 

The Premonstratensians and other 
retormed orders of canons regular that 
cmerged in the late elevenrh and early 
twelfth centuries came into considerable 
conflict with older and more established 
orders, especially that of the Benedictines, 
which argued for the superiority of the con- 
ternplauve lite, Lhe canons responded that 
both action and contemplation were essen- 
tial, arguing, that their life followed the 
example of Peter, who, wlule he was choscn 
to contemplate the divinity af Christ at the 
Transfiguration, continued to devote him- 
self to the minustry. 

Thus, through its tocus on Peter the tron- 
tispiece acts as a work of self-definition 
for the patrons and users of the Bible, the 
canons of Floreite Abbey. [i renunded them 
that their way of life— inaugurated by Jesus 
himself and bmp Peter, prince of the apostles — 
was designed to lead them to increased inti- 
macy with God. It provides as well an 
extraordinarily sophisticated example of the 
reception of Byzantine art in the West, 
demonstrating, that artists and patrons not 
only were sensitive ro the visual beauty of 
Byzantine models but in at least this case 
were also aware of the complex theological 
1ssuies that lay at their hcarr. 
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315. Leaves from a Beatus Manuscript 


A. Folo ith Christ in Majesty with Angels 


(above) and God's Angel Commissions 
Saint John the Theologian to Write the 
Book ot Revelatian (below) 


B. Bifolium wath the Adoration ot the Magi 


Spanish (near Burgos), ca. no 
Tempra, gold, and ink on parchment 
A. 45.2 3 50 CM (17% x 231 in.) 

E. 302% det CN LITA 17% IN.) 


TaOVERANCE: Monastery ot San Pedro de 
Cordcna, Burgos; in the possessian ot hianun Le 
Ry, Fans, and ].-]. Marquct de Yasselot, Paris; ro 
the dealer Alain Moatti, Paris. 


The Metropolitan Museum af Art, New York, NY, 
Purchase, The Cioistrers Collecrion, Rogers and 
Harris Brisbane Dick Funds, and Joseph Pulitzer 
Begquest, Fog (1991.232.243) 
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Beatus manuscripts arc illustrated com- 
mentaries on the Apocalypse, the biblical 
revelation to Saint John. The compilation 
ot visionary texts, made about 778 by an 
Asturian monk called Beatus of Licbana, 
consists ot passages from the Book of 
Revelation accompanied by interpretations 
cast as Christian allegories.” The pages shown 
here, part of a larger group at he Metropolitan 
Museum, came from a manuscript attrib- 
uted to the Monastery of San Pedro de 
Cordeia, a tenth-cențury foundauion a short 
distance from Burgos.” The major part of 
this work, which was dispersed in the 18705, 
is in Madrid.? 

The overall style of the illustrations in the 
Cordena Beatus 1s notable far the vibrant 
and dramatic color contrasts, the powerful 
controlled linear treatment of the figures 
and their draperies, and the refined yer 
intricate patterns în the pen work, The con- 
figuranons and proportions of the monu- 
mentally conceived figures, a departure from 
earlier Alozarabic Beatus illustratioas, are 
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consistent with European stylistic trends of 
the second half of the rwelfth century. 

The two selected leaves demonstrate the 
dual mades of depicting, drapery found in 
the manuscript. Leaf A vividly represents 
the “damp-fald” style, which was pervasrve 
throughout Western Europe from about 
IIGO (see cat. no. 31£). Because of the inten- 
sity of the linear rhythms in the Cordeiia 
mintature, the Byzantine ancestry of the 
camp folds seems removed, as if seen through 
the prism ot English manuscript painting, as 
practiced in the second quarter of the rclfth 
century at Bury Saint Edmunds, Canterbury, 
and Winchester.* The Majesty illustration 
provides an especially striking echo of rhe 
clinging, curruinear drapery style advanced 
ini the Bible produced about 1135 at the 
English Abbey of Bury Saint Edmunds.* 

The figure and drapery srle of the 
Cordefia Adoranon of the Magi (B) 15 more 
descriptive and less abstract. The draperies 
are almost always layered in pleats ending in 
zigzag or stepped edges, he whole suggesting 
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the low-relief configurations of Middle 
Byzanrine 1vory icons, a few of which 
reached the Iberian peninsula as early as the 
late elevyenth centurr (see cat. no. 304), 
Ccertain other Byzantine conventions appear, 
such as the Vargas 7raphorton (see cat. no, 87) 
as well as her high seat with footstool (see 
Cat. n0. 312) and cushion. În contrast, the 
figure of Christ in the Majesty mimature, 
while also seated on a cushion, is supported 
by a Western-style zoomorphic faldstool. 
Thus Byzantium made a more or less direct 
Impact in a particular way on the Adoration 
mirmiature, while the influence is decadediy 
indirect or second- or third-hand on the 
Majesty illustration. 
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3. Museo Argqucoldgico Nacional, Madrid. Other 
leaves reside in the collection of Francisco de 
fabalburu + Basabe, Madrid, and in the Wuseu 
dâr, tairona; Williams, in New York 1993, p. 300, 
NO. 133. 

4. For the Bury Bible, see Kaufimann 1975. pp. 88-90, 
no. 56; For the Canterbury Lambeth Bible, of 
about 1140-50, see ibid., pp. 99-100, îilus. 194, 
195, gs. 30, 32, 36; Eur the Ainchester Psalrer, ser 
cat. no. 312. Lhe artist of the Lambeth Bible sas 
responsible also for tao monumental evangehst 
porttaits datable ta 1146 that are preserved in 
Ayesnes-sur-Helpe, France; see London 1924, 
NC, $4, p. I1& (Saint Mark illusirauan). For a dis- 
cusston of the damp-fold sole în England, see 
Kaufmann 1975, p. 25. 

3. Kaufmann 1975, no. 36, esp. fig, 152: Fzekiel's 
Visiun of (acd (Cambridge, Corpus Christ 
(allege 2, fal. 281%). 
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p. 414; Madrid 1985, mennened an p, 115; Williams, 
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316. Sacramentary 


Sicilian (Messina?), ca. ne-a; 1pth century 
(bindimg) 

Tempera and gold on vellum, with Icather binding; 
193 fols. 

3.8 x 22 cm (1214 x Bin] 


PROVENANCE: Probably trom the (Cathedral 
Treasury, Messina; collection of the duke of Uceda. 


Biblioteca Nacional, Madrid, Spain (Cod. șa) 


For the Norman kings of the Hauteville 
dynasty, who ruled Siculy in the owelfth 
century, Bzantine art was the ultimate sym- 
bol of eanhly power. Like the great mosaic 
programs at Palermo, Monrealc, and 
Cetalu, (see illus. on pp. +36, 439), manu- 
scripts now housed in large part in Madnd 
and Messina testify to the importance uf 
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Byzantine works ro the Furopean rulers ot 
the Kingdom of Sicily.! | 

Among these manuscriprs Madrid $2 15 
the most spectacular, This complete Latin 
sacramentary contains not only ilhaminared 
initials but also a decorated calendar and 
full-page images ot the Virgin and Child and 
che Crucifixion located just after the pretaces 
and before the canon of rhe Mass.? În its 303 
folos there are, in addition, collects, secrets, 
POSTCOMMUNION prayers, a sanctorale, and 
a litany, First attributed by Hugo Buchrhal 
and Angela Daneu Lattanzi to a scriptorium 
that worked tor Ruchard Palmer, the English 
archbishop ot Messina, at the end of the 
welfth century, Madrid 2 was redazed ro 
the first quarter of the turteenth century 
and associated wirh Palermo as wcll as 
Messina by Valentino Pace in 1977. Recently, 
however, scholars have returned ro the carher 
date and the assiznment to Messina, based 
on aspects of the paleography. the prove- 
nance of most ot the other examples in the 
manuscript group, and the choice of saints 
in its calendar and litany, as originally argued 
by Buchthal.* Yet Pace raises some impor- 
tant issues. Some inirials in the manuscripts 
combine naturalisuc folage with Central 
Italian, English, and Byzantine details more 
mpical of late-rweltih-century Sicilian illu- 
mination. Pace sees this folage as having 
been inspired by thirteenth-century German 
mețalwork, but a more likely source would 
be English manuscript illuminatiun, an in- 
fluence he himself noted in 1975. 

Of great sigrmihicance to Pace and other 
schalars has been the relationship berween 
Madrid s2 and the mosaics at hlonreale. 
These works share Byzanrine ornamental 
matifs, and in their Lwely drapery both repre- 
sent the Byzantine “dynamic” style of the 
second half of the twelfth century.* The 
acanthus-based rhrone of the Virgin and 
Child occurs throughout the Monreale pro- 
gram.” Ihc outlines and fohate decoration of 
their halos also are seen at Monreale.E Such 
details norwithstranding, the dotted cloth im 
the lap of the Virgin and the style of the im- 
tial reflect the Western origin ot the painter. 

Correspondences berweeri the Madrid 
sacramentary and the Monreale mosaics do 
not, however, justifi the manuscripts” assign- 
ment to Palermo. Mosaics were COMINIS- 
sioned for Messina during Palmer”s reign.* 
And aspects of the Virgin and Child indicate 
that the artist knew ather Byzantine works. 
Images of the Virgin on backless thrones 
hke hc onc in Madnid ş2 occur throughout 
Ahddle Byzantine art, as in the Kykkotissa 
1con at the Monastery ot Saint Catherine on 
Mount Sinai (cat. no, 244),!” Altarpieces 
with this tepe ot embracing Virgin, usually 
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216. Virgin and (Child, fol. 8or 


called the Eleousa, similariy enthroned, 
appeared elsewhere in Italy in the welfth 
and thirteenth centuries." Above all, the 
all, rhin, inrensely emouonal Virgin of Madrid 
ş2 finds her closest stylistic counterparts in 
wall paintings at Nerezi dated 1164 and ar 
Kurbinova dated 1192; at Kurbinovo we find 
a similar Virgin and Child on an acanthus- 
decorated backless throne.'” The rippled 
drapery of the Child in Madrid $2 is seen in 
an icon of îhe Virgin and Child recently 
associated with the Palermo mosaics and 
dared to about n71.* The striking; analogics 
benween the Child in this panel and that in 
an altarpiece on Sinai testify to the familiari- 
ty with Byzantine art shared by the painters 
who worked in Sicily.'€ R WC 
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I. Buchrhal 1955, pp. 312—43, 
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pp. 2736, among other publications; Pace, 
“Unterschungen;” 1977, PP. 3—$qu 

+. Palermo 1995, pp. 337—78. 

$. Pace 1977, fig. 320, see, for example, British 
Libra, acd. Ms. zar, in Blackhoase er al. 1935, 
PP. 14445. 

s. Kitzinger 1070; Pace 1977; Kitzinger 1992-94, 
figs. 2, 13r-34; Palermo 1995, Rp. 365-â7. 

7. Kitzinger 1992-94, ligs. 285, 200. 

8. [budd., Îigs. 15, 23, 59, 70, 9+, 95, 290. 

9. Buchrhal 1955, p. 313, 
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fig. 1. 

1. Gartison 1949, p. 132; Maguire 1080-81; Lazarev 

1935, fig. 2. For extensive biblioaraphy an this 


rupe and the possible meanings at such images, 
see Corrie 1996, pp. qi—s3, 60-63, 

12, Kitzinger 1970, pp. 49-58; Hadermann-Misguich 
1975, *0l. 2, fig. &. 

13. Palermo 1995, fig. 17.1, no. 117. 

14. SiHzi 1990, p. 112, gs. 54, si. 


LITERATURE: Buchthal 1955, pp. 312-39, figs. 1-6; 
Larranzi 1986, pp. 27-30; Pace 1977, p. 181; Srutrgart 
1977, DP. big, Pace, “Unrerschungen,” 1977, 

pp. 43776, figs. 33942; Palermo 1995, pp. 3865-67. 


ExHIBITIONS: Barcelona 1981, no. 22; Athens 
1964, NO, 377, p. 352; Stuttgart 1977, vol. 1. no. 813, 
pp. 49-50; Palermo 1995, na, roz, 


317, The New Lestament 


[taliari i probably Sici), ca. 1200 
Tempera on vellur; 283 fals. 
24.7 %X 135.5 CM (ga x Gin) 


PREOYENANCE: Probably in the possessiori ah a 
ckoster în the diocese of Bergamo by the end ol the 
îifteenrh cenţure; rhereafter in the collections al 
Franz Trau, Vienna: Lard Jolu Jacoh Astor af Hever; 
H. P. Kraus, New York; Peter and Irene Taurdhwip, 


The |. Paul Getop Museum, Los Angeles, Calif. 
(Ms, Lucheip, 15; 83.M 4.54) 


By virtue ot its geographic location and 
political history, Sicily in the twelfth and 
thirteenth centurnes sas at the cultural inter- 
section Of Byzantium and northern Europe. 
An anribution to Sicily of about 1200 allows a 
series of anomales in the structure and dec- 
oration ot this New lestament to fall into 
place.! 'The attribution is based on charac- 
terstics shared with a group of manuscripts 
now in the Piblioteca Nacional in Madrid 
but originally from Messina; the date has 
been established în part by analysis ot its cal- 
endar.? The inclusion ot such a calendar in a 
New Testament is but one of the unusual 
characteristics of this manuscript, Another 
1s its major illumination, a fult-page depic- 
tion of the Crucifixion and the Anastasis, 
themes found more often in missals, sacra- 
mentarics, and even psalers, Anton von Euw 
and Joachim Plotzek note that while these 
two themes can generally be associated 
wirh the Sicilian use of Byzantine art in 
manuscripts and mosaics, as well as with 
Italian Romanesque painting, the page for- 
mat wirh roundels, the meander pattern, 
and the toliage ind their best correspon- 
dences in English illumination from the 
middle of the relfth ta the early thurteenth 
centuuy.? Even the poses and drapery of the 
small figures indicate that the painter was 
famuliar wirh English manuscripts.* Valentino 
Pace joins von Euw and Plorzek, among 
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317. "The Crucifixion and the Anastasis, fol. Lot 


others, in pointing out that the connections 
between Sicilian manuscripts painted about 
1200 and English illuminated manuscripts 
are not unusual and correspond ta the pres- 
ence in Sicily of members of the English 
aristocracy, including Johanna, queen of 
Sicily, the daughter of Henry Il. A Siculian 
attriburion Of this work is supported by the 
persistence into the tlurd quarter ot the thur- 
teenth century of sinular foliate elements in 
Sourh Italian manuscripts.* 
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1. New" York 1970, p. 292; Euw and Plotzek 1973, 
Pp. 3-70. 

2. On the Sicihun manuseriprs, see Pace, “Unter- 
shungern” 1977, and Lattanzi 1966, pp. 4â 47, 
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3. Now Yurk 1970, p. 231; Eu and Pliuuzck ra7g, 
pp. 70-71; N. Morgan 1982, las. 86, go; London 
1984, Pp. 39, 16, 120. 

4. N. Morgan 1982, fig. 160. 

ş. Pace 197; Eu and Piurzek LO7g, pi 70. 

6. Tauber 1979, figs. 4-12; Carrie 1894, fips. 2-5, 


LirekaTrune: Lu anl Plorzek 179, pr G3—7I, 
pl. 15. flgs. 7-11. 


Exurguirions: New York 1p70, no. 286: 
New tork 1973, na, 20, 
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318. The Freiburg Leaf 


Upper Bherush actst, Working in the Wecdhterranean, 


Ca, [200 (2) 

Silverpoint and sepia sirh red ink on vellum; single 
leaf 

31 X 20.2 Cm (1214 = 8 in.) 


INSCEIBED: The inscriprions, in later haniis, 
include a horuly on 1 Cor. 3:8Et bre an anonymous 
author. 


CONDITION: There are losses in the vellum atong 
the right fold, 

PEOVENANCE: Liscoered ui 1g12 bv the architect 
H, Flanm ii a municipal accoturui took cl 2655, 


Augustinermuseuim, Freiburg un Breisgau, ferrari 
(6 23fic) 


The upper half of the leaf illustrates the scene 
ot Christ and Zacchaeus from Luke 19:1—6, 
indicated by a list on a relared leaf (c:23/1a) 
as “ubi Zacchaeus in arbore” (where 
Zacchaeus was in the tree): 


He entered Jericho and was passing 
through it. A man was there named 
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Zacchaeus; he was a chief tax collector 
and was rich. He was trying to see who 
Jesus was, but on account of the crowd 
he could not, because he vas short in 
stature. So he ran ahead and climbed a 
sycamore tree to see him, because he was 
going to pass that way. When Jesus came 
to the place, he looked up and said to him, 
“Zacchaeus, hurmy and come down; for | 
must stay at your house today.” So he hur- 
red down and was happy to welcome him, 


In the lower half are rio military saints: 
Saint (seorge at the left and Saint Theodore 
at the right, indicated in the previously men- 
toned list as “| heodorus eguitans cum alto” 
(Theodore riding with another). Although 
Saint George is nut specitied here, he gener- 
all appears as Lheodare's companion in 


. I 
Byzantine art. 
The diiterent techniques — silverpoint far 


the upper scene, sepia with red ink for the 
lower — suggest work done by a traveiing 
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artist in different vennes aul with various 
models.? The Zacchaeus scene very likeiy 
comes from a manuscript illustration, while 
the two mounted military saints seem to 
derive trom an icon. The pose of Saint 
George is simular to that on an icon of the 
saint in the Brush Museum (cat. No. 261). 
Although iconographic details — such as the 
diadem and the armor and clothing — vary 
bevcen the two works and although the 
two horses and the companion are shown 
in different poscs, we may conjecture that 
the drawing 15 directly related to icon paint- 
ing. Lhe dating must remain inconclusive, 
for although the drawing has generally been 
attributed to the years around 1200, the 
extant icons date to about the middle of the 
thirteenth century, 
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[. Weitzinann, “Icon Painting.” 1965, p. 73. 
2. Îloid, 


LITERATURE! Liernus 1952, pp. 44; Manich 150, 
no. 239: Scheller 1963, pp. 73ft., cat. no. 7; Weizmann, 
“Bpzantium and the West,” ro7ș, p. 68; Erou La77, 
val. 1, pp. 42-43, fig. șI (vorth earlier bibliagraphy); 
Schlieter ps, pp. 36-18, 8.89: Alexander 1yyz, p. 98 
n. 15, fig. 160; Seheiler gps, pp. 135 43, no. 8, 


ExXHIBITIONS: Freiburg 1970, nu. 8; New York 
1370; DO. 268; Stuttgart 1977. n0, 722; Cologme r9$$, 
10. B8g. 


319. The “Model Book” of 
Wolfenbiittel 


N DHf Italian | Yeruicci), ca. 1242 
Ink au *cllum; 13 tols, 
[6.6 %* 12 CM (612 X 44 Ul) 


COoNDITION: [he surtace 15 partial damaged; the 
lunding 1s modern, 


PROYENANCE: Broughr ro Helmstedr în 1488 
from the nearb t_istercian memnastere of Marienthal 
brought ta Wolfenbiittel in 1637. 


Herzog Augus: Bibhuthek, Wolfenbiirrel, Crermanv 
(iCoul. Cruelt 61.2. Aug, 8%) 


This modest pocker miscellany ot Latin 
texts conceais in its guires a set of remark- 
able drawings thar offer insight inta to 
little-docurmented aspects ot thirteenth- 
century artistic practice: the use of “model 
books” and the exchange among Greek and 
Latin artists during the Latin Interregriurmn 
(1204-61). A bitohum, or conjoint pages (78 
and 91), and tour tolios — 8 (originally a 
biiolium), 90, 92, ant g3—are densely cov- 
cred wirh drawings by a fluent hand in a 
Byzantine manner lightly accented with the 
angularity of Saxon art in 1225-50. The Latin 
texts are Hugh of Saint Victor's Atena sen- 
fentiae, to commentăries on Prisclani, 
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excerprs trom Gaufred, Summa ae arte dic- 
tandz, vitae of desert saints, and, written 
over the drawings, a copy of Wilham of 
Saint Thierny's Epistola 4 fratves de Monte 
Dei. The drawings reflect images originally 
done în a variety of media. They include ten 
evangelists — Do sets ot tour and an addi- 
tonal two enhanced by an accompanying 
figrure; Abraham from the Sacrifice of Isaac; 
a seated ruler: and figures irom five christo- 
logica] scenes — the Transfiguration, the 
Agony in the (sarden, the Lamentation, the 
Anastasis, and the Holy Women at the 
Scpulchre. 

These drawings illustrate the intricate 
relationship between Greek and Latin art, as 
Hugo Buchthal has shown." One ser oi 
evangelists, though quite Byzantine in style, 
15 lconographically identica! not to Byzantine 
examples but to those in the Saxon Goslar 
Gospels of 1230-40, showing how fully 
Byzantine motifs had been integrated into 
the German artistic imagination, Bv con- 
trast the Anastasis — the Byzantine Easter 
icon showing Christ's descent into hell to 
release the righreous — depicts Christ pulling 
Adam and Exe by the past from hell, This 
version of the event is used in the group of 
manuscripts assoclated with the Goslar 
Gospels. It 1s not found in survin, Byzantine 
examples betore the early fourteențh century 
and was undoubtedly quite novel when it 
was adopted in Germany. This demonstrates 
haw current the Byzantine images available 
in Germany must have been. Anather sipni- 
Îicant group of drawings, though Byzantine 
în character, was surely copied from cartoons 
tor the mosaics and sculptures ar San Marco, 
Venice, It is, in fact, to the polygiot part- 
Byzantine, part-ltalian, part- German artistic 
niilieu in Venice that Buchthal attmbutes the 
leaves, Finally— and most unexpectedly — 
one set of evangelists replcates a type which, 
though known only in Byzanriiun, 15 charac- 
terized by certain Western details, showing; 
that Byzantine art was aftected by Western 
imagery, just as the West was affected by 
Byzantuum. In reflecring, this many-facetecd 
interchange, the Wolfenbiittel drawings 
assume Qutstanding, importance. 

No scene appears as a whole in the draw- 
ings. Lhe Anastasis, for example, :s strewn 
In segments over folios gor, 9ov, and ga2r. 
The purpose of such a hodgepadge is unclear. 
Though called a model book, the leaves can- 
not have served as compositional gruides, as 
did post-Byzantine model books such as 
the Rus” con painters podizpatei or the 
Sixteenth-century Armenian mode! book 
in Venice (San Lazzaro 1434). Buchthal 
believed the Wolfenbiitiel drawing must 


come from a model book that did have coher- 
ent compositions, but the existence af such 
model books in the tiurteenth century 1s not 
certain. We know that painters accumulared 
drawings ard passed them on; and we 
know that in special cireurnstances full com- 
positional drawings of long cycles were made, 
as in the case of îhe Vercelli Roll. But we 
should not necessarily equate these rio 
bodies ot drawings. Lo date, the drawings 
associated with artists' everyday work arc — 
|ke the Wolfenbiirtel examples— collections of 
excerpts.* They suggest that medieval artists 
may have produced not model books as such 
but collections of motifs, reling on their 
memory to reconstitute the COMpPOSIUANS, 
Certainly the usefulness of the Wolfenbiitrel 
drawrings seems to have been particular to 
their maker, for soon after their creation 
their parchment was reused for the copy ot 
William of Saint Thierry's Episteia, and they 
werc buried in the present muiscellany. 
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(Luthege, bâs. gr. 3 presented bv |rmgaril Hutter 
at Princeton Lnrersită, lay 15, iaoq)i che fizure 
fan evangelist gluecl ro foi. 13 in Vatican Ohrob, 
pr. 2 (helson 1981); und the leaf in the Augustiner- 
museun, Freiburg, mnth tre scene of Zacchacus 
and two mlitary sans (cat. no, 318), Interesting, 
mai al these display cross-cultural images, as 

do the Woltenbiirrel leaves. 


LITERATURE: Riicker and Hahnlaser 1929; 
Wieitzmann 11, pe. 22330, Acheller rgâz, p. 7ă, 
NO. 4, and pâssurn; Cames 1966, pp. 284-809, fus. 307, 
310 313, 317, 378, 20-22, 324, 328, 329, Beluing 1970, 
p. 12; llemus 1970, pp. 3, 38, 202—4, flps. 223, 227; 
Stuttpart 1977, val. 1, pp. 306-835, no. 7bi, Belen 
1978. pp. 217-—57; Buchthal 1979; Weitzmann 1982, 
pp. 34y=i0, fig, 53, Scheller rog. 


EXHIELTION: STutrgart 1977, vol. 1, ia. 7â. 


320. Icon with Saint Nicholas and 
Scenes from His Life 
South Italian (Bari), 13th cencure 


Tempera on wood 
124 * 83 cm (so X 32% 1.) 


COM DITIOM: There arc extensive losses, espe- 
cially in the lower frame; a crack, visible in older 
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photographs, that runs through rhe figure and tace 
has been repaired, 


FROYFENANCE: Church cf Santa MĂ argherita at 
Basceglie, 


Pinacoteca Provmciale, Bari, |talw 


More images may remain tu us of Saint 
Nicholas of Myra than of any other Byzantine 
saint. Nicholas had been popular for his 
miracle working in the Byzantine world 
before his cult spread to the West after the 
translation of his relics in 1087 to Bari, in 
southern Ltaly.' Among, the works at Bari 
that reflect the intensity ot the cult is this 
thirteenth-century vita icon, an image with 
the standing figure ot a saint surrounded by 
a frame with scenes from his life. Along 
with a virtually 1dentical vita icon with 
Saint Margaret, it was originally in che 
Church of Santa Margherita at Bisceg he.” 

On the Saint Nicholas icon are focused a 
number of important issues regarding the 
relationship between Byzantine art and the art 
of the Latin West. Once concerns the devel- 
opment ot the vira icon itself, both in the 
Byzantine world and in chirteenth- century 
[tahy, here it became an important aspect of 
devouon 10 the saints. A second 15 the rela- 
tonship berieen Byzantine art, Crusader 
art, and the art ot Italy in the thurteenth 
century, the so-called maniera greca. In 
recent decades, as scholars have attemmpted 
to understand this relarionshp, the origin 
of the wta icon has become a matter ot 
increasing, discussion. The pe makes its 
appearance in both the East and the West at 
about the same rime, although, with the 
exception of examples in Cyprus, in Eastern 
works the scenes cirele a half- or full-length 
saint and ini the West they are usually tound 
at the sides ut full-length porraits.* The fact 
rhat the type appears in lalv during a period 
at intense imitation ot Byzantine art would 
argue that its origin was in Byzantium, 
thosgh the sheer number of these images in 
Italy — spurred by the nature of the devo- 
tion to saints such as Francis of Assisi — 
and the lack of comparable examples in the 
East betore 1200 have lett scholars unable 
to settle the question.* Nevertheiess, recent 
investigations of the vita tepe, particularly 
those by Nancy Sevcenko, leave little doubt 
that it emerged in the East, becoming popu- 
lar in the welfth century as an element of 
private devotion and donation.: 

When Kurt Weitzmann inaugurated the 
discussion of images made during the period 
of the Crusades and probably in the Crusader 
kingdom, he sought works that would pro- 
vide clues both ro the origin of an artist and 
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to the style of his work.* One area in which 
byzantinizing paintings, inostly frescocs, 
survive is southern Italy, where Greek cul- 
ture was maintainei by a long political, and 
subseguently rehgious, connection ta the 
Byzantine Empire. As a result Wertzmann, 
among others, proposed that some Crusader 
Icon painters were Apulians recruited to 
work in the Fast. Paneis such as the Saint 
Nicholas were cited as cvidencc af this con- 
nection. More recently, Valentino Pace and 
Lucy-Anne Hunt have pointed out how difhi- 
culr it is to make such connections on the 
basis of formal analysis alone.” Indeed, simu- 
larities in type between the Bari icon and 
images in the Monastery of Saint Catherine 
at Mount Sinai (cat no, 65) and the Mernul 
collection in Houston more likely appear to 
be evidence of an awareness by Apulian and 
other Italian artists ot Byzantine images, as 
well as the possible presence of Byzantine 
painters in the West, rather than the reverse, 
E. WC 
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3. Hagcr 1962, figs. 12834. 

4. N. Sevcenko 1992, p. 57. 

5. Id, pp. Bi-67, 

&. Weurzmann, “Icon Pairitirige 1966, PP. ba—7q. 
7. Pace reăz, pp. 248-493; Ilunr 1997, pp. Ga—71. 
3. N. Sevăenko 1992. 


LITERATURE: Pace 1980, pp. 3690-66, Pace 1982, 
p. 248; N. Sevcenko 1992, pp. 7, 68 n, 2, fig qi. 


ExXHIBITIONS: Rorne re6+, no. 273: Milan 1934, 
N. 25. 


321. Madonna and Child 


Berlinghiero (Italian, Lucchesc; active by 1228; 
died by 1236), ca. 1230 

Tempera an acd, with gold ground 

$a.3 x 43.6 Cm (30% X za! in.) 

CoNDITION: The Virgin's robe is considerably 
repainted, and the Hesh 15 retouched, 


PFEOYENANCE: Yolpi callectian, Florence, Straus 
collecrion, New York. 


The Wietropolitan Muscum ot Art, Ne vark, Îi... 
Guitt ot Inna N. Straus, 960 (60.173) 


By the end ot the eweltth century, the recnuat- 
ing Of Byzantine artists and the imiration of 
Byzantine work in mosaic, wall painting, 
and manuscript illumination were estabhshed 
in Italian centers such as Venice, Palermo, 
and Monte Cassino.! And by the second 
quarter of the thurteenth century, such prac- 
tices must have been even more widespread, 
Byzantine characteristics appeared to such a 
degree in images made in the increasingly 
povrertul cities ot Tuscany and Umbna that 


in later centuries thirteenth-cențury art 
from thosc regions was described as the 
maniera preca.” At the same time, in part as 
a response to changes in the liturgy, there 
was an increase în the production of reli- 
g1ous images painted an wooden panels. 
Sumilar to Byzantine icons, such images 
included the Virgin and Child and saints 
with scenes from their Ines, and eventually 
historiated crucifixes.* One of the earhest 
practitioners of the “Greek smile” was the 
painter Berlinghiere oi Lucca, whose docu- 
mented activity begins în 1228. The style 
associated with his name also is evidenţ in 
works signed by or attributed to his sons 
Marco, Barone, and Bonaventura. Making 
images not only for Lucca but also for Pisa, 
Florence, and cities as far away as Bologna,5 
this group of painters and their followrers 
practiced wall and panel painting, as well as 
manuscript illumination. Neither the dis- 
rance they traveled ro carry Out COMMISSLIONS 
ROI the variety of media in which they 
wurked is unusua] for the majur painters of 
the period, Giunta Pisano, Coppo di 
Marcovaldo, and (uiclo da Siena, tor exam- 
ple, had similar carcers.” Undoubzedly, such 
versatility and travel spread the tareek style 
throughout central Italy, and scholars have 
observed profound Lucchese influence 
throughout 'Tuscany.t The geographic range 
of these comniuissions demonstrates the value 
placed on the work of artists who could pro- 
vide simulations of Byzantine imagerv. 

The Mctropolitan's Madonna and Child 15 
an excellent example of Berhnghiero's work. 
The intense expression, angular face, and 
linear highlhghring are found 1n other works 
attributed to him and his followers. The 
halt-lengrh figure of the Virgin, holding the 
Chuld in her left arm and gesturing to him 
xrnth her right, a venerable Byzantine type 
known as the Hodegetria, is often xdentified 
as an image onginally painred by Saint Luke, 
Hans Belting and other scholars have argued 
that associations of this kind attracted Italian 
artists and their clients to Byzantine images, 
and thar familiarity with welfth-cenrure 
Byzantine works sinular to the half-length 
mosaic icon now in the collection ot the 
Monastery ot Saint Catherine on Mount 
Sinai led to the production of images such 
as this onc.* But Belting has also pointed 
out that other works may equally have been 
useul as models. Berlinghiero”s image, for 
example, is remarkably ciose in style as well 
as in format and emotional! content te other 
Byzantine images, including a panel in 
Kastoria that shows her with a similari fur- 
rowed brow, reflecting her foreknowledge 
of the Crucifixion (cat. no, 72).9 
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Like the zpazziera greca itself, Berlinghiero's 
irnagre insites speculaton. Its function 15 not 
clear, although a survey of the holdings of 
the Museo Nazionale in Pisa reveals that 
the mepe was commen in luscany in the 
thurteenth century." Such rectangular hali- 
length Virgins may have been intended for 
side altars or even private chapeis, their 
popularity resulting not only from the efficacy 
of the prototype but also from the emotional 
immediacy ot the Byzanţine style.'? Both 
Anne Derbes and Belting have noted that 
while Itahan painters and their clicnrs favored 
certain Byzantine types, such as the Virgin 
and Chill anul saints with scenes from their 
lives, as well as Byzanrine Passion 1conogra- 
phy, the elements they chose suited he reli- 
gious needs of cturteenth-century Italy, * The 
expanding devotion ta saints such as Francis 
ot Assisi and the search tor emotional imme- 
diacy were central developments in Italian 
religion of the period,'* and changes rhar 
had already taken place în Byzantine art pro- 
vided images that addresseid these very con- 
cerns,. Certainiy, interest in Byzantine art 
was not restricted to Italy in the thirteenrh 
century but was shared xth other European 
centers, particularly Central Europe.!* Aspects 
ot the political history of the time, such as 
the Fourth Crusade, the continued existence 
ot Crusader states, and the extensive eco- 
nomic and cultural interaction benween Italy 
and the eastern Mediterranean, meant that 
Italy was in constant contact with the cul- 
zure ot Byzantium and its successor states.” 
Such interaction would have both encour- 
aged and facilitated familiarity th Byzantine 
art, conferring prestige on those Italians 
who painted and commissioned works in 
the Greek style.!5 Yet exactly how painters 
|ke Berlinghiero came by their knowledge 
ot Byzanune painting remains unclear, since 
very litrle Byzantinc art remains in central 
Italy, Undoubredly, they consulted works 
imported from Byzantium or from centers 
such as Cyprus, though another factor must 
surely have been the presence în Ialy of 
Eastern artists whose work we no longer 
recognize."? RA C 


1. Demus, Byzantine Art, 1979, PP. L2-61, fus. 23 
273 7 i 

2, Weitemanr, "4 rusader Icons: 1984, pp. 1q3- aq. 

3, %an (ls 1988, pp. 12—15. 

4, Feltimg 1994, pp. 3493-50, Czamson 194%; xandberg- 
“favala 1929. 

5, Garrison 1949, p. 12. 

6. Ibid.., pp. 13, T8, 21, 22, 24; see also Angicla 1p&a; 
Garrison 1946, pp. 21-12; Crarrison 1951, Pp. 11— 
14: Boskovits 19937, PP. 54, 73-76, fig. 32. 
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Bcluing 1994, pp. 33-62; Corrie 1990, pp. 62. 69; 
Stubblebine 1pâa; Carli 1377. 
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Ş.A rarrisin 1949, pp. 21-22, Srubhiehine 1pfâq, p. şi 
Sandberg-Yavală 1929, pp. 538-730. 

9. Belting 1994. pp. 47—77, 342-45; Weitzmann 
1982, p. 64. Boskowits's reattniburien ot the image 
ro an Îtalhan painter active about 1200 (in 
Boskovits 1993) would nat affect this interpreta- 
ton ot its sourcc, 

ro. Belting 1994, pp. 36465, gs. 163, 221. 


11. Crarrisari 1949, Pp. 24-23, 61-62; Hager 1962, 
figs. ro, 1033. 

12, Belting 1304, PR. 3409-76. 

3, Ind. pp. 377—84; see also Derbes 1980, 
pp 370—78. 

14. Holmes 1986, pp. 45-69. 

5, Belting 1994, pp. 261-956, 

16, Demus, Byzantine Art, TO7O, BP. 196-200, 
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17. Dlerhes rgtg, pp. 195-200, 
1%. On this issue, sce Corrie 1990, p. 68, 
Ig. Pace 1găş, p. 260; Belting 1păz. 


LITERATURE: baartisci 1946, PR. 21314, CaatrISOAI 
1949, p. sp; Hager rpâz, Angola 1989, pp. 2-84, 
Boskovits 1953, Pp. 5+, 73-76, fig. 42; Belting 1094. 
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322. Three Panels from an Altarpiece 


with Scenes from the Passion 


Italian (Tiscany), ca. 1250 

Egu tempera on pancl, lincn reinforeerenit 

vrth gusso 

A. The Crucifixion: 42.2 % 35 cm (6 x 14 in.) 
B. Ihe LDeposition: 43.7 x 36 cm (174 x 14% in.) 
C. The Lamentation: 37.2 x 36 cn (145% x 144 în.) 
CONDITIA: [hc panels were removed from an 
altarpiece and separated Fram one anther.; the 
Cruciiixtou and the Depostion display some paint 
losses, swhich are greater in the Lamentarion, mxdern 
gulcurig was removed during resteraticuris iri the 10408 
ar 105. 

PRLOYVEKANCE: James Jackson Jarces collection, 


Florence. 


tale Liniversity Arr allere, New Haven. Conn, 
Lmuversity Purchase trom James Jackson Jares 
CIS711a,b) 


Once the right side of a tabernacle or altar- 
piece, these scenes from the Passion stand 
squarely at the intersection of Byzantine 
an Itahan arr.* They can be dared to about 
1250 and attributed to Tuscany on the basis 
Of their connection virh the later activity of 
the byzantinizing Lucchese school, associated 
with the painter Berlhnghiero (see cat. no. 321). 
The poses at figures such as the Christ in 
the Depositten, ancl particulariy the use ot the 
Y-shaped cross, suggest that the paneis were 
painted by the Oblate Cross Master, an artist 
named for a crucifix in the Convent of the 
Oblare in T'lorence and connected by some 
scholars to Bonaventura Berlinghieri, one 
of the sons of Berlinghiero? To this same 
painter 15 attributed a diptpch now în the 


228. The Deposition 
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Galleria degli Ufzi in Florence but onginally 


from the Church of the Clarisses in Lucca, 


also with a Y-shaped cross.? This mpe of cross 


appears at about the same time in Nicola 
Pisano's Cructiixton of 1263 on the pulpit of 
the Cathedral ot Siena. There, as in other 
sculpted and painted versions, 1t seems to 
be associated with tree of life imagerv.* 
Although the Y shape is Ceneral European :n 
origin, man examples appear in Tuscany and, 
like an example in Umbria, often seem to 
have been made for the Franciscans.* Indeed, 
as Anne Derbes has shown, panels ke these 
frequently combine Byzantine Passion ICONOg- 
raphy and style with Furopean motifs, such as 


the Y-shaped cross and the SWOONINg Virgin e 


Derbes argues that European matifs mat 
vweli have been passed to Byzantine and 
bizantiumzing centers through the travels of 
Franciscaus and of Sienese traders, while 
Byzantine motifs were carefullv selected to 
suit Italian requirements, in particular, 
Franciscan doctrine. 

E WI. 

I. SCYMOUr 1976, pi. 22, 

2. Garrison 1949, pp. 12-13, Marcucei 1958, Rp. 19- 
21; Sandberg-Vavala 1929, pp. 79-16; Boskonits 
1993 PP. 74-76, Îg. 45. 

3. Marcucci 1958, pp. işi, fig. +. 

4. Sehuiller 1972, vol. 2, Îigs. 388. 410, p77, 483 454, 
406, 407. 

4. [bud p. 134; Sandberg-Vavală 1929, pi. 147, 

6. Derhes 1980, pp. p2—46; Peres 1989, pp. 195-099. 


LITERATURE: Satdberg-Vavală 1920, pe. 714; 

(Xa rristHI 1947, [. 233; AĂATCUCEI Isă, p. 21; SEVIMOUL 
1970; Derhes 1păc, pp. ăqa—q, hig, 127; Boskoruts 
1993, pp. 74. 76, hp. 4i. 


ExHIBLTILONS: New York, Institute of Fine Arts, 
1860; New York, New-York Fistoreal Soier, 1863, 


323. Center Panel ot an Icon with 
the Crucifixion 


Ibezantine, second half ct rcth centre 

[rar 

232 X 12.3 1.2 CIT (9 x i fi IN) 

INSCRISED: În runic characters, on the suppeca- 


TICNITTI, * eu.” 


The National Museura of Denmark, (Copenhagen, 
Denmark 4D12123) 


The wwory, wluch originally served as che 
center panel af a folding rriprech, shows 
the crucilied Christ berween the Virgin and 
Saint John, set below a pierced baldachin 
and adaring angels. On the back of rhe panel 
is an engraved skerch of îhe Virgin, which 
i5 probably North German or Danish and 
dares from about noo. Despite some attempts 
to view this Ivorv as a Scandinavian work, 
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it is purely Byzantine. In both composition 
and techuique — raised relief carving, ancl 
full undercutting — the panel confarms to 
many other Middle Byzantine wories with 
the Cruciiixion. However, the elongated, 
doll-hke figures of the Virgin and John have 
few parallels, although they mav be com- 
pared with those of a smaller contemporarp 
version of the panel im the Fitzwlllam 
Museum, Cambridge. 

The fact that the iwore has a runic inscrip- 
non a$ well as an Early Romanesque sketch 
confirms its existence in the Vest at an early 
date, Viking, trade routes benween Byzantium 
and the North tacilitated the movement ot 
many Byzantine luxury Works, wluch, in the 
case of this triprpch, may be evidence ot the 
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christianization ot Scandinavia. In Denmark, 
King, Harald Bluetooth (died ca. 98s) pro- 
claimed the new faith and was baptized 
about the vear 955, an event visually memo- 
rialized on the celebrared Jelling Stone, which 
contains an image of Christ amid a serpen- 
tine interlace decorationi.? 

Ci: 
1. isoldschumudt and Weizmann 193.4, vol 2, 


NO. 26. 
2, Paris, Viketezgţi, DZ, TU, 133 Pi 183, il. 


ÎITERATȚURE: Goldshmidt al Sete 13, 
val. 2, na. 28, Narluiul 1933, pp. itzi, Liebe 
T3ă5, p. 17; Cutler 1şea, pp. I7I—73, 


EXHIBITIONS: Paris, Phineas, Logz, ui, 4ăl; 
Copenhagen 1996, ni. 92, 
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324, Central Panel from a Gospel 
Book Cover with Christ's Mission ta 
the Apostles (Matt, 28:18-20) 


German (Milan? or Reichenau), ca. s70 


Irorp 
18.3 x 10 Cm (714 x 4 în] 


CONDITION: There art several veriucal hairlune 
cracks in the background and upper border, and 
another fine crack berpeen the tip of Chrisr's beard 
arul the upper corner of the book. 


PROYENANCE: Albin Chalandon, Lyons; Cacturges 
Chalandon, Paris; Mme Georges Chalandan, Rome, 
194%; the dealer Otto V'ertheimer, Paris; private col- 
lection, Sveirzerland, 1934-67; Chto Werrheimer. 


The t_leveland Museum ot Art, Cleveland, (Ohio. 
Cult ol the Jahn Humtiigton Art arul Polyiechinuc 
Trust (67.83) 
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An imposing frontal figure of a bearded 
Christ is the dominant and central image of 
this rehef. He stands on a low mound and 
raises his right hand in blessing. On either 
side of Christ is a vertical series of busts 
represcnting the Ticlve Apostles, who turn 
toward hum as 1i to listen to his spoken 
word. Acanthus and beaded borders frame 
the composition. Both the subject and the 
vertical format suggest that this 1vory once 
may have adorned a Gospel book cover.! 
In format and decoration, this book cover 
resembles the one îhat Christ holds in his 
lefr hand. 

The ivory was carved by one ot the prin- 
cipal creators ot a senes ot ivory plaques illus- 
trating the hfe, Passion, and glorification of 
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Christ. These panels are thought ro have once 
formed part ot an altar frontal in Magdeburg 
Cathedral,” an imperial foundanon of Otto | 
(the Great), who reigned from 962 until his 
death in 973. Adolph Goldschmidt's local- 
ization of the workshop in either Milan or 
Reichenau reflects the multiple styhstic and 
historical currents that prevailed, which, 
while engaging, nonetheless have defied a 
clearly acceptable solution even by subse- 
guent scholars.* The present rehef exhibirs 
Late Carolingian elements in the heads of 
the apostles and în the acanthus frame, vet 
at the same time it reveals a partial Byzantine 
inspiratien în its composition and subject 
(see cat. no. 96).* Christ's fixed stare, sim- 
ply draped and massive figure, and emphatic 
gesture seem to announce the expressive 
elements in subseguent Ortonian manu- 
scripts, beginning with the Codex Egberti. 
The aesthetic importance ot the present 
work lies in its awesome monumentality, 
the intensiry ot the figure's gaze, and the 
power ot his disproporuonarely large hand 
raised in blessing. Tie formal realization of 
this concept îs a worthy yet fully Germanie 
adaptation ot a Byzantine representation. 
However, because of its expressive distor- 
tions, this ivory probably would have 
been compietely abhorrent to the Byzantine 
sensibility. W Dă 


„ Vaoldschrudt 1914-15, ol. 2, p. 20: Miko 1968, 
p. 287. 


ri 


. Croldschmidt ig1q-—1â, val. z, p. 20. 

. Francovich 1942—44 pp. 115-572, Fillitz 1958, 
pp. 66-72; Wixom 19658; Grodecka et al. i973, 
pp. 333—s54; Little 1977; CGraborit- Chopin 1978, 
pp. 83-84; Tarile 1086, pp. +a7—șri, Hildesheim 
1993. p. 41, 

4. toldschruici and YYestzmann 1944, ol. 2. p. s, 
in wkuch she tirst comparison mith the Pzanrtarie 
core in the Louvre was made. A related, slghrl 
later verston at thus subiect, brought to my aticri- 
uor by Florentine Wiluherich letter, April 2, 069], 
may be seen in a Bavarian Gospel boak fram 
Miederaltaich of about 1e3c—ze, in Munich, 
Bayerische Staatsbliorhek, Clm. g476; see Bange 
1923. pl. 9, fig. 20, Sec also Little 1977, p. 209. 

$. Waom gât, pp. 286-858, Certainle the imperial 

workshop responsible for rhe present vrork and 

the Wlagdeburg series must have been made up 
of members ot difterent backprounds, from both 
northern Iraly and the Rhine-Moselle region at 

Lorharingiii, 
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LITERATURE: Goldschrudt 1g13-—18, vol. 2, 

pp. 20-21, no. 18 (for bibhograph), pl. YLII; 
Goldschmidt and Wetzmann 1934, vol. 2, p. 53; 
Pans 1954, n. 226, pl. 120; WWixum 1968, pp. 273 80, 
cover illus. and fig, 1: Lasko 1972, p. 90, Griulecki 

ct al. 1973. Pp. 308, 35354, îig. 373, Little 1977, 

p. 209: Gaborit-Chopin 1978, pp. 83, 193, ÎNg. 104; 
Little 1086, p- 445; Paris, Braanee, 1902, p. 245, 
îg. 1. 
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325. Panel with a Standing Figure 
of Christ 


South [tahan, late nth-—earlp 12th centuri 


Tec 
16.5 X 10.2 cm (a 4 în.) 
INSCa&LBED: Un cither side ot the head af Cheisr, 


IC XC (Jesus t.hristi: on the open book, FISI H 
BYPA (| am the door. [lohn 1e:9]) 


PROVENANCE: Musea Rircherianua, Roorrie, 


The Metropolitan Museum at Art, New York, N.Y. 
Cult of ]. Pierpont Morgan, 1817 (17.190.131) 


The figure of Christ stands on a socle against 
a plain ground, framed by a broad but flat 
beveled border. He holds an open book 
inscribed in Greek in his left hand and path 
lus right hand gestures in benediction. The 
vor does not relate easily to other accepred 
Byrzantine 1vories, According to Adolph 
Goldschmidt and Kurt Weizmann, the ivorys 
unusua] elements — the flat frame, the wedye- 
shaped partern ot the mimbus, the figures 
small hands and feet and erratic drapery— 
suggest that it is a Western work that refiecrs 
a knowledge of czreck images. This attribu- 
tion may be supported by the mype of nim- 
bus depicted, whose bead-and-reel decoration 
and wedgelike rays are nat found in any 
pure Byzantine works; rather, similar fea- 
mures are seen on an ivory plague in the cycle 
from the Cathedral of Salerno, on an mary 
plaque with the Dornution of the Virgin in 
the Musce National du Moyen Age, Paris? 
and on the stucco relief of the Dormition in 
the Monastery of San Pietro al Monte at 





Civate,? all of which date to about noo. Ar 
the same time, the linear quality of Christ 
on the present plaque, which 1s executed in 
love relief. recalls the figure of Christ on the 
Bvzantine bronze doors of the Cathedral of 
Salerao.* Moreover, a South Italian artribu- 
tion for the Metropolitran's panel can be 
confirmed by a bone casket — now In the 
Victoria and Albert Museum, London? --- 
which contains depictions of saints venerat- 
ec specifically in Apulia. The casket includes 
an image ot Christ of an analogous phys- 
1ognomic type, with long, hair pulled back 
behind the ears, as wrell as similar nimbi: and 
schematic drapere forms. 

The allegorical representation of Christ as 
the doar rarely was depicted explicitiy, and 
apparentiy never in Byzantium propetr. 
The Church Fathers, from (Origen to Saint 
Augustine, elaborate upon the significance 
of such an image, but only this ivory con- 
cisely alludes ro the simple and powertul 
message of Christ as the door to salvation, 
Whether the ivore was, in fact, conceived as 
an icon or adapted to a book cover (for the 
Gospel ot Saint John), it nevertheless sug- 
gests that an Eastern prototpe was available 
to craftsmen in the Latin West, especially in 
South Italy. CTL 


I. Bergman 1980, fig. 31, Goldschnuit igrq 26, 
vol. 4, no, 37, pl. 47. 

2. Paris, Byzaace, ragaz, na. 168; Lroldschridt and 
Weitzmani 1934, Yol. 2, na. 174, 

3. Tocsca 1966, fig. 84. 

4. Matthiae Taz, fig. $c, 

3. Longhurst 1927, sol. 1, pp. ar-az, pl. LI. 


LITERATURE: Westwood [876, p. 346; Mervopolitaa 
usenum o Art Paitetin 13 (1918), p. 4, ilus,; tiold- 
schmudt and Weizmann 1934. Yo, 2, 00 54, pl. 24. 


326, Center Panel of a Triptych with 
the Crucifixion and the Entombment 


South Italian |Amalfi, late nrh centure 

Îireury 

23 X 10.4 CI (9% qin) 

PEOVENANCE: Amadeo (canessa, 111; |. Pierpanr 
Morgan, 117. 


The Metropolitan Museuni of Art, Nem York, NL. 
Gift of ]. Picrpont Morgan, 1917 (17.190.43) 


In 972 a merchant from Baghdad visited 
Amalfi and declared iv “the most prosper- 
Gus city in Langobardia [L.ombardy], the 
noblest, the most illustriously situated, the 
most com modious, and the richest.”! By 
the mid-eleventh century Amalfi was a major 
artistic center and the source of ivory objects, 
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such as oliphants, writing boxes, and an 
ambitious narrative cele of scenes trom the 
Old and New Iestaments for the nearby 
Cathedral of Salerno, which was consecrat- 
cd în 1084. Among, the series of ivaries ema- 
nating from Amalfi îs the present plaque, 
which served as the center panel of a taptych. 
It represents the crucified Christ hemacen 
che Virgin and Saint John, with Longinus 
and Stephatun in the background, Below, 
in the secondary scene of the Entombment, 
the bier upon which the body ot Christ 
rests contains a cleep recess that almost cer- 
tainly was intended to contain a relic, per- 
haps oi the Irue Cross. A larger version af 
this panel, also with a receptacle for a relic, 
15 in the Musce du Louvre.“ Both the New 
York and Paris panels are directly dependent 
on the Salerno 1vory panel's Crucifixion 
scene, although they are also srylistically 
more simplihed and schematized than the 
Salerno image, as they are more remote 
from their byzantinizing sources. Two tur- 
ther Crucifision panels of sinular style are 
in private collecrions în France (formerly in 
the collections ot Paul Garnier and Charles 
Rarton, respective), 

CTL 
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1. Cired by Bergman 1980, p. No. 
z. Ibid., no. 18, fig, 173. 


LITERATURE: Goldschruci 10926, vol. 4, no. 143; 
Hergman [973 pp. 163—86, Bergman 1980, fi. 20. 


327, Panel with the Journey to 
Bethlehem (Luke 2:4-5) 


South Italian (Amalfi), ca. uoe-—nzo 

Ion 

16.4 X 1.2 cm (4% X 4% in.) 

CONDITION: There are vari:d losses in the lett, 
right, and lower borders, rhe lower right corner 1s 
missing; to drill holcs are visible in the center ot 
the upper border; there are numeraus vertical haar- 
Int cracks; and the back shows nearly horizontal 
saw marks and scorings, including several concentric 
circles and a large honzontal Y. 


PROYENANGE: Fiirst van Hohenzollern, 
Sigmaringen, until 1928; Baron Robert von Hirsch, 
Frankfurt am Main, until 1933, and Basel; sold, 
Sathebv Parke Bernct, London, [une 22, 1978, 

lot 277. 


The tleveland Museum ot Art, Cleveland, Ohio. 
Purchase Leonard C. Hanna Jr. Bequest (78.40) 


The Virgin is shown frontaily, sitting pre- 
cariously on an ass that is waiking slowly 
toward Joseph's son.! The youth looks back 
over his shoulder beyond the water vessel 
suspended from his long stick, Joseph fol- 
los the group. He holds a stick in one 
hand whuale restraining the uneasy gait of the 
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ass with the other—a gesture echoed by the 
Virgan, whose left hand rests on the neck of 
the beast. Her hcad, covered by a vel, 15 
benr downward as she gazes at the boy lead- 
ing the ass by its reins, This intimate scene, 
which takes place before the birth of Christ, 
Is offset by a very grand architectural double 
gateway with two hovering rosettes set 
within horseshoe arches snpported by dou- 
ble columns. Yet the Virgin's importance 15 
cmphasized dy her size and by her central 
position. 

The plaque belongs to a series of ivory 
reliefs that şhare the same dimenșions and 
style, although each has a difterent New 
Testament subject.” They may have served as 
portions of an altar frontal, episcopal chair, 
or some other church furnishing in the 
region of Amalfi, where they were carved,. 
Representing the third and final phase of 
Amalfitan ivary caring, the group contin- 
ues to evidence the amalgam of stylistic and 
iconographic influences from art ol Syro- 
Palestiman, Islamic, and Middle Byzantine 
origin. The fall and pleating of rhe folds of 
the Yirgin's veil and draperies, the clothing 
of Joseph and his son, the details ot their 
hair and of Joseph's beard, and the rosettes 
seem ta derrwe from Middic Byzantine 1vory 
and steatite carvings (cat. nos. 78, 91, 98, 
102, 157, 1$8B). Lhese siimilarities are only 
natural, since Amalfi was part of the Byzantine 
Empire in the eleventh century. The subject 
and significant elements ot ihe composition 
of rhe Cleveland wory, as well as of its model 
among the Amalfitan second-phase ivories 
of about 1084 in Salerno,* recur în a mid- 
rwelfeh-century mosaic of the Flight into 
Egypt in the Cappella Palatina, Palermo. 
Curiously, some of these features werc 
recorded in Abbess Herrad of Landsbcrg's 
tus Aeliciarum, a manuscript Uf about 
"6-96 (now lost), probably written at 
"ohenbourg în Alsace,* which contained 
| ny other references to Middle Byzantine, 
uth Italian, and Sicilo-Norman art. 

W Dw 


[he source cf this «lentification, provided by 
Rosalie Green ot the Index ot Christian Art in 
Pinccran, is he Proroevangelon ot James; see 
larmes 1924. p. 43. 

soldschmidt 1914-26, p. ao, nos. 129—37, pl. XLIX; 
Sergman 1550, pp. 133—42, NOS. 6-17, Îigs. 16-72. 
&crgman 1980, p. 133. 

bid., pp. 124—25, 1356-37, 0. 2, Îg, 22. 

Utzinger 1949, Pp. 245, 276, 250, 283, fi. 7, 18. 
Herrad of Hchenbourg 1979, vol. 2. no. 106. 


TERATURE: Goldschrudt 1914-26, p. 40, no. 130, 
XLIX; Sprunz and Lossen 1926, p. 3, 0.1 (in. 
15); Longhuursr 1927, p. 92; loesca 1927, p. 1097, 
ug. 7$8 țerroneously located in the Museo Civice 
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in Bologna); Swarzenski 1962, p. 44, fig. 27; Filhtz 
1967, p. 14, fig. 7; Bergman 1972, pp. 209-300, na. 9, 
fig. 59; Wizom 1979, pp. 83-89, cover ulus. (color, 
and fig. 1; Eergman 1980. pp. 135-365 (no. 9), 137, 
fig. 164, 


328. Panel with Christological Scenes 


Norzh Italian (Yemce?), 12th cenrur; 

Ivory 

28 x 12 CM (9% 4 Un.) 

COoNDITION: The left and right borders are cur 
On 


PROYENANCE: Webb, london. 


The Board ot Trustees ol the Yietana and Alert 
Museum, London, England (29s-i367) 


The panel is divided into three densely 
filled narrative registers, each of which is 
devoted ro a phase of Christ life. The 
upper part contains the Annunciation with 
the Natiw:ty and the Waslung of the Christ 
Chuld, the center shows the Iransfiguration 
and the Raising of Lazarus, and the lower 
section depicts the Marys at the Holy 
Sepulchre and the Noli me tangere. 

Adolph Goldschmudt and Kurt Weizmann 
thought the pancl might be onc half of a 
diprych devoted to the life of Chnst. W hether 
it functioned as an icon or a book comer 15 
uncertain. Ihere are other ivories related in 
style (see cat. no. 329) that are probably 
from the same archer, which, according to 
the widely accepted hyporhess of Andrew 
Keck, was located 1n Venice. That city does 
seem to be the likely source of these ivories, 
which clearly are based on Byzanrine models 
yet are not purely Byzantine — nor purely 
Western —1n character. An Italo-Byzantine 
production can be supported by a related 
panel in the Liverpool Museum that depicts 
a Nativiury and a Crucifixion carved on the 
back of an earlier panel with acantrhus deco- 
ration; such recyciing of materials is not 
known ta have occurred in Byzantium 
proper.' Moreover, other plaques from the 
same atelier, which are now in the Museo 
Nazionale, Ravenna, originated in the 
Camaldolese Monastery of San Michele 
Arcangelo in Murano,? 

CTU 


L. See Gibson 1994, no, 16, pl. XYTa,b. 
z. See Ravenna 1901, DOs. 5, 8, pls. q,ș. 


LITERATURE: Longhurst 1927, Ol. 1, p. 45 

pl. XXI, Keck 1930, pp. 14762, esp. p. 151, fig. &; 
Goldschnudt and Werzmann 1034, Fol. 2, no. 198; 
Williamson 19836, p. 163, illus. 


329. Panel from an Icon with the 
Deposition 

Marth Iahan (%enmce33, zel certuri 

Ivory, with traces of polychromy 

12.9 * 10.2 Cr (5% 4 n.) 

INSCRIBED: (On the front and side edaes oi the 
Frame. BERNWARDUS HIL.DEMESEMENIS 
EPISCOPUS. ANN LJOMINI HĂILLESIMO YI. f 
POXTIFICIS ORDINATIONIS ANNO / XXII. EXPLICUT 
AD DIEM BANCII MĂICHAELIS f ARCHANGELI. IN 
NOMINE DOMINI (1, Bernward, bishap ot 
Hildesheim, have execured this in the ear 10, n 
the tientp-secand ear at mw ordinanan, on the 


day ot Saint Michael, archangel, in the name ot he 
Lord) 


ConnIri&N: Lhe verrical strip ac clic righr at rhe 
inscription are later additians, 


Dom- und [hzesanimuseuri, Liildesheiri, Ceea 
(DS 114 


This representatian ot the Deposiion de- 
parts from the customany Byzantine portraval 
of the subject, in which Joseph of Arimathea 
15 depxted standing and supporting Christ's 
body (see cat. no. 100), Here, Joseph precari- 
Dusly straddles the laclder and the suppeida- 
neuun. Nicexlemus, at the foot of the cross, 
removes a nail from Christ foot with pliers. 
The inclusion of the ladder created a discor- 
dant composition wluch necessitated that 
the Virgin be shown standing on a stool and 
John on a mound ot rocks in order to effect 
a balance. The ad hoc nature of the design — 
in which Joseph of Arimathea is situated oft- 
center and the Virgin does not hold the arm 
of Christ— suggests that this panel was an 
attempt by the artist to copy a more success- 
ful version of che relief. 


The drill holes in the Frame may have 
been made in order to mount the panel 10 
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the center ol a Lriptych icon, although ic 1s 
more likely thar they served a secondary and 
subsequent funcrion. This might implv that 
the scene formed part of a feast cycle ser 
into an armature and that the holes were 
added larer when the plague was set onto 
a book cover. The curious postmedicval 
inscription erroneously gives the year 1006 
as the twenty-second anniversary of Bemward's 
ordinationa, when in actuality it took place 
iN 1014415. According, To a 1438 cathedral 
treasury inventor, an Ivory similar in descrip- 
ton to this one was incorporated Into a 
plenarium — a iectionar and for a book 
relicuary. 

The composition, with its deeply under- 
cut figures, some Of which are positoned 
în profile, closely corresponds to rhat ot a 
nearly identical panel now in the Museum 
of Fine Arts, Boston, but formerly in the 
Trivulzio collection, Milan. Both panels can 
be linked ro a series of Italo-Byzantine 
Ivories, probably produced in Venice during 
the latter part at the relfth or the early 
turteenth century (see also cat. no. 328), as 
hypothesized by Andrew Keck.* In support of 
this localzation is the recent discovery that 
a Natiitp panel in the same stple, mounted 
on an icon reliquary,* reincorporated an 
older piece of îvore whose decoration on 
the reverse was planed down —a phenome- 
non known only în the West and not in 
Byzantium. The composition, draperies, 
and ornamentation clearly were based on 
Evyzantine prototrpes, but the forms are 
mare geometric and the fleshy taces and 
imprecase handlng— as in the spatial relation- 
shps and the additive quality of the com- 
position — are inclicative at a non-Byzantine 
center af production. YYith regard to the 
'conography, such details as Joseph of 
Arimathea's standing on the suppedaneum 
da exist in Byzantine art, as cu the bronze 
doors af San Paolo fuori le Mura m Rome, 
dated 1070,“ which suggests the availability 
ot Byzanrtine models in the West. 

Tara other contemporary Venetianţ?) 
IvOrics, posmbly from the same feast cycle, 
a Koimesis and an Anastasis, were in Hilde- 
she:m by the late eghteenth century and 
probably came from the Treasury of the 
Church of Saint Michael. 

CTL 


1. Croldschmidr and YYeitzmann 1934, vol. 2, 
NA, 420. 
2. ECk 1930, pp. 147-862. 
3. Musee du Louwre. DA 113a9. See Durand 1984, 
Na. &. 
4. Matthiac 1a71, îg. 24. 
3. Brandt, “Schatz Kunst, 1988, pp. 11-38, nos, 1214. 


LITERATURE: Guldschmidt and Ycirzmann 1934, 
al. 2. ri. 21g. 


EXHIBITIOX: |lildesheina 193, VOL. 2, NO. YIIT-21 
(th earlier literaturei, 


330, Icon with Scenes from the Life of 
Saint Panteleimon and the Deesis 


Plagues: Pyzanţine itanstautinople), 12th century; 


icon: Italian (Senrrh:), 3th centure or Later 

Steatite set into wood 

Large steatite: 14 X 4 cm (3 X qi in), Small 
STEATILE SCENES: 3 X 4 cra î0$ x aa uri; Saint Nicholas: 
FLA 4,2 CI [234 4 1 1.) 


CONDITION: The large steatite exhibuts several 
crack; hales at the upper left ot the tramne, the saint's 
left shoulder, anul the lomwer-leti corner have been 
filled in: tlie area of clic saint's medicinal bax mas hol- 
lowed out and replaced with wood and plaster; chree 
ot che small placues— Saint Pantelenmon Healing, 
Christ, and Saint John —are also cracked; the original 
gilding 1s visible an the saints sleeve and hala, ur 
the rest at the figure was later painted pink and the gar- 
merit red, paint is alsa sisible an the small plaques; 
the wooden traming, panel has a large hole at the top 
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and a crack «lescending te the large steunte placgue 
anu extuluis traces al a parnrug ot rue Crucea, 
overpainted vith red when 1he sieauites were added: 
the backgrenuud of the panel was later repainted light 
blue. 


Musco sacra della Biblicraca Apostolică, Warican 
ut (Togp) 


Recognizable by his scalpel and by the cas- 
ket for surgical instruments that he holds, as 
well as by his youthlul countenance and 
curly hair, Saint Panteleamon, a physician 
who was martvrec under the Roman emper- 
or Maxunian in the early fourth century, 1 
here depicted în the large steatire plaquc ser 
in the center of a wooden panel. În the 
lower half of the panel tour small plaques, 
arranged în incortect narrative order, repre- 
sent events trom the saint's life: his conver- 
son to Christianity, his heaiing of the blind 
man, his trial before the emperor, and his 
death by decapitaton. The Deesis arrange- 
ment ok the five small plaques in the upper 
half of the panel 1s out of order, with Christ 
Hanked by ma archangels rather than by che 
Virgin anl John the Baptist. At the bottom 


of the panel a plaque represennng a bishop, 
perhaps Saint Nicholas, has been inserted.! 

It s likely that the large central steatite 
was originally rectangular and framed by 
the smaller plagques, creating a hstonated 
icon ot Saint Panteleimon?* similar in for- 
mat to a painted icon of the same saint 
(cat, no, 249). If so, the present work would 
be the only surviving example of this con 
type executed in steatite. 

The attention to detail and pattern evi- 
dent in the portrait of Saint Pantelamon — 
the carefulh; depictred curls, the elaboratelp 
ornamented halo and costume, and the 
interest in supple curvilinearism, as seen 1n 
the right arm and sleeve — sugpests a mwvelfth- 
century lare for the original icon.* The same 
characteristics are also apparent in the small 
placues, that depicuing the saint before the 
emperat, for example, where the swing ot 
the emperor's drapery and even the patterns 
of the costumes are indicared. By contrast, 
the plaque with Saint Nicholas, although 
it is carved in higher relief, seems heavy 
and unarticulated, more consistent with a 
rhirteenrh-century date.* 

The wooden panel was originally the cen- 
ter Of a triptvch, as holes previously used for 
the attachment of the mo side wins indicate, 
[t was probably when the steaute plaques 
were inserted into the panel ani a red back- 
ground as painted over the Crucifixian that 
the steatites were colored as well, Black 
frames and pearling were painted around 
the small plaques, as if they were pictures 
hanging on a wall surrounding the larger 
portrait. 

When the steatites were inserted, an 
Annunciation was painted at the top and 
rwo female half-figures, often thought to be 
Mary Magdalen and Saint Many ot Egypt, 
were added at thc bottom of the panel. It 
has been suggesred that Saint Panreleimon's 
casket was hollowed our at this time as well, 
possibly to allow for the insertion of a small 
icon of the Virgin, now lost, thus transform- 
ing, the plaque into a portrait of Saint Luke, 
also a physician, who, according, to legend, 
painted a portrait of che Virgin.* Only Luke's 
Gospel includes the Annunciation and the 
Meeting of the virgin and Saint Elizabeth 
(the Yisitation). It is probable, therefore, that 
the ro female figures below are in fact the 
Virgin and Saint Elizabeth, especially as the 
distinctive iconography of Saint Mary of 
Egypt is not present here. The gestures ot the 
Two woinen, hands raised before their chesrs, 
are known from rwelfth- and tmrteenth- 
century Western medieval depictions oi the 
Visitation; very likely this reworking of the 
icon was carried Out for a Western patron, 


probably in southem Italvă Thus a treasured 


rwelfth-century Orthodox Byzanrine icon 
depicting the life of Saint Panteleimon, who 


was believed ra be the patron saint of doc- 


tors, midwives, and wet nurses,” was reem- 


ployed in the making of thus icon honoring 
the Virgin, The icon was probabiy fashioned 
far the private devotional use ot a woman of 
the Carholic faurh, 
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1, Kalavrezoui- Maxeiner, Bazine Icons, 1985, val. 1, 
NOS, 35, 120, 

. Tbid,, Pp- 127—28, 
Iiud.. p. 128. 

. Tbid., pp. 1953-96, 
Bote 130%, pe Ir. 

„ Kalawrezou-Maxeiner 1985, ol. 1, p. 129. 

7, Eau 1955-49, vol. 2, pt. 2, p. 198. 

- Borne Iga&, p, 121. 

a. Ecau 1955-58, Ol, 3, PL. 2, p. 1025. 
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LITERATURE: Rome 1906, fig. 84, pp. 120—23; 
Volbach 193s, p. 17; Righetru 1955, pp. 32-33, 

pl. x, 1; Marc rosg, p. 178; Bank, “Sriatires, 1970, 
p. 367; Taris, Ayzanre, 1042, Îg. 1, p. 274. 


EXHIRITION: Ron 1906, fig, 5. 
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331. Plaque with the Virgin 
Hodegetria 


Errzantune (Constantinople), Lzrh centurne 
Copper-gilr repouss€ 

31.5 % 14 CI (Si x sin] 

INSCRIBED: Flankung the Yirgaris head, MAP or 
(Mother E Gad; at the base, BEE BO/HGH PO/CU 
AOYTAG PHAI/N0 EDC /KUINO (Mother ol God, 
help thy servant Fhihp the Bishop) 


CoNDITIOX: The plag Le 15 4 fragment ot a larger 
work and has been regilt. 


FEOYENAHNCE: Forrerhy in the collectians of 
Robert Curzon and Lord Zoushe. 


The Board of Trustees ot the Victoria and Alhert 
Muscura, London, England (8r8-18g1) 


If ies traditional association with Torcello is 
accurate, this small plaque 1s an indication 
at the sort of Byzantine object that found 
its way to the Veneto about the time af the 
Fourth Crusade and earlier and that had a 
powerful impact on the production of metal- 
work in that region. The iconography of 
this superb and elegant depictian of he 
Virgin Hodegetria with che Christ Child 
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standing on a suppedaneum finds parallels 
in metalwork, manuscripts, ivories, anul 
even în the apse mosaic of the Cathedral of 
Torcello itseit.' According to David Talbot 
Rice and others, its repousse technique and 
1ts material, gult copper, are consistent with 
Constantinopolitan work of the eleventh 
and vwelfth centuries.* Its original use is not 
clear, but simular relief images, including 
some of the Virgin and Cluld, can be found 
in Byzantine and even more commonly 
Georgian works, a5 icon reverments, book 
covers, and icons. However, the plaque has a 
dedicatien to the Virgin that indicates its 
camumission by a Bishop Phil:p, which seems 
authentic, despite some grammatical anom- 
ales. Indeed, both the form of the dedication 
and its paleography support the attribution 
to Constantinople.* Thus this piece has an 
interesting relationship to works found in 
the region around Venice. A number of 
repousse altarpieces, or pate, found near 
Venice, including one in Torcello, are simi- 
lar în scale and may have becn inspired by 
imported Byzantine icons or ICON COVErs. 
The presence of such pieces in Italy— as 
inspiration for or even as portions of Italian 
altarpieces — demonstrates the manner in 
which Byzantine works, highly valued tor 
their beauty and iconic authenticity, were 
reformulated to suit Italian religious prac- 
tices, as Hans Belting has shown.* 

R.W C 


1. Wiiatev 10332, fig, 2; Îlea tork 1970, p. LI; 
Veruce LO74, p. 34. 

2. D. Rice gas, p. 209. 

3, Bank, Ayoantine Art, 1978, fips. 179, 259: Wieitz- 
man rez. pp. 95, 99, 103, 126, Brussels rgăz, 
Ep. 1ăm=tz. 

4. Hunger, “Minuskel” rş77, p. 207, fig. 13. Similar 
inscripnons can be found on a number ot objects, 
see, £.8.. Venice 1974, N0. 14, and New York and 
Milan 198+, Fp. 19031, ns. 23, 24. 

4. Venice 1974, NO5. 54, 64. 

6. Belting 1994, Pp. 330—4ă. 


LITERATURE: Muatey [332, pi. 39-45, Îp. 1; 
D, Rice 1935, p. 209. 


ExuHrBiTloms: Edinburgh rasă, no. i8g; Athens 
1063, n0. şâ0: New Tork 1070, 700. 134; VEnIce 1074; 
Brussels 182, no. Er, 23, 


332, Religquary of Saint Marina 


Bzantine (i.onstantinople), before 1212 
Silver and silver gilt 
10 X 6 X 2.8 CM (AX 274 X In.) 


ÎNSCRIBED: Cn the side, ZHTEICEE AYTA 
TINOC H XFIP TYNXANEI/ MAPTYPIOIC HAE 
MAPINHC TRC ATIACI HC TO KPATOC FAAACE 
APAKORN TI KAPAC AYTTHN BIE IPC ZHTHCIN 
UTPYNE CXICIC, i ZHTOVCA T ON ELERON 

AY THU EK ÎUHACE / UPOC KOCML ON ECILENICA 
TO THC EUCMILAC jo cu inquire about these 
things, | asking] ro vom che hand belongs? Thus 1s 
[the hand] af the boli: martyr Marina, whose power 
crushed the head of the dragan, Its having been cut 
aft stirred me to seck it, and sceking it | tound it, in 
accordance veih m desire, ani | made an oftering 
tor mhe seemhy adornmenr ot the honored one); on 
the back, MIKPOC MEN OYTOC TH METAAH 
TYNXANEI; OMUC 4 ANMEIPOC CYN [IPOCAIPECEI 
NOAOC,; TOOLS AMAPANTINON AXBOC 
MAPTYPUS  ZAAHC PTYOX NE TO)A NOHTUN 
TXEYMATIDY / NIKHN RAT AYTUR TO KPATOC TE 
ILAPEXUIC f ANAADIOMN BEMOYTCA TH CXECEI 
at CIN (Yhule thus [reliquary)] 25 a small ching in 
comparison with the great [martr], nevertheless 
there Ls unbenunudled desotien with my gift. Nowe, 
impetrishable flower of the marters, save me frora the 
storm Of che exil spirits of m mind and pive me vic- 
t0ry over them, and power, dispensine a gift cormpa- 
rable to your narure);' on the medailion portrait 
(back), HE ATIA MAPINA (Saint Marina) 
CONDITION: The onginal crystal or glass cover 15 
rc TrLssirigr, as 15 the rele irself. 

PREOYENANCE: Church of Santa Marina, Venice, 
as reporteil by FE. Cornart in the cuhteenth ceruri, 


Musen Correr e Quadreria Corter, Venice, Italy 


Marina, the Early Christian virgin saint 
known in the Vest as Saint Margaret, 
endured many painful ordeals before her 
martyrdom by decapitation at Antioch 
during, the reign of Emperor Diocletian 
(284-305).* Her relics appear to have been 
translared ro Constantinople in the eighrh 
century and were housed in a monastery 
Outside the city 1n 1213, În the same year one 
Joannes de Borea was permitted to take the 
hand relic in a silver relquary to Venice, 
where, in the time of Doge Pietro Ziani 
(1. 1205-29), It was placed in the parish 
church of San Liberale, whose name was 
thereupon changed to Santa Marina. 

The right hand ot Saint Marina was signt- 
ficant because when using it in blessing, she 
had vanquished a dragon. The inscription 
states that the hand was cur pif, though the 
event 1s not recorded. Despite the implica- 
ton of the inscripuion, the relquary, which 
5 3 in. long, must have held only a small 
section of her hand. 

The interesting; shape of the reliquary was 
presumably meant to suggest the form ot 
the relic :t enclosed.* In addition to the 
inscriptions, the rehcuary 15 decorated with 
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732. Back 





332. Interior 


a repousse medallion depicting a bust-length 
image of the saint, Manna 15 portrayed with 
the standard Byzantine iconography for 
female saints: she appears frontalle wuth a 
nimbus, wears a 7raphorten, and gestures 
with her left hand while holding a small 
cross in her right. 

1 F 


1, Downey, in M. Bass and Doncy 1962, p, 42. 

2, ăn Saint Marina jteast day celebrared on July 20 
ur the Yes), see Sauger 1067, COls. Uşa—60. 

3, M. Ross and [iowney 162, pp. 42—q3. 

4. For unusual shapes in Byzantine relquaries, see 
Ruickert 1957, pp. 7-36. 


LITERATURE: Cornaru 174%, pp. 23-65; (arnaru 
1758, pp. 4i-4â; Venice 1050; M. Ross and Doney 
1962, pp. 41-44, Folda 1992, pp. 107-9, 126. 


EXHIBITIORS: Venice 1940; Venice 1974, NO, î2; 
Erussels 1082, no. 0.22. 


333, Enkolpion 


Eyzantine, 12rh century 
Silver and clotsonne enamel on gold 
6.7 X6.2X 8 CM (254% 24 4 in] 


CONDITION: Only four enameled plaques are pre- 
«red from a probable original roral ot reni, chstrb- 
ured on burh sides; the pearl that may have been 
attached to the trame arc missing. 


FROYENANCE: tarave of Einpg, Bela III [(r. 1.72 
96), &zekestehervar Cathedral; excavated, 1842, 


Magyar Nemzeti Muzeum, Budapest, Hungarv 


Byzantine enkolpia, small breast pendants 
with Christian imagery and/or inscriptions 
and a compartment containing 2 rehc, 
assumed a variety of formats: crosses, medal- 
Lions, ovals, quatrefoils, and rectangles 
(Cat. N0S. [OS, 109, III, 113, 116, 117, 226, 230). 
The present example, a quatrefoil with 
lunate enameled plaques en the lobes, prob- 
ably was intended to hold a relic at its cen- 
ter, [he work belonged te King Bela [II 
(d. 1196). Educated at the Byzantine court 
in Coustantinople, Bela may have acquired 
the pendani there or perhaps received i1 
later as a gift. Bela assumed the Hungarian 
crown în 1172 with rhe armed support of 
the Pyzantine emperor Manuel | Komnenos 
(1, 1143-80), At the end of hus life, Bela 
assisted Emperor Isaac II Angelos (7, 1185-95; 
1203—4) against the Bulgarian. 

The intricate enameted patterns of sym- 
merrically arranged folared tendrils, while 
rare, appear on several scattered counterparts 
thought to have been produced in Byzantine 
workshops, probably in the capital. Enamels 





from eleventh-century Constantinople include 
a quatretoil panel wath Saint Michael, on 
the Pala Oro in Venice;? lunate enamels 
mounted an the cross from Yys55i Brod (see 
illus. on p. 441);% and the smalt rectangu- 
lar plaques on a cross in the Ireasurv of the 
Basilica of Santa Barbara in Manrua.*“ Also 
related are the Constantinopoltan enamels 
on the feros pendant from Dumbarton Oaks 
and those on the Metropolitan Museum's 
cheek pendant (cat. nos. 146, 170). Sinular 
motifs may be seen en the enameled quatre- 
foils on the crown of Frederick II in Palermo; 
which probably were made in the later 
vwelfth century at a Byzantine-trained v:ork- 
shop in Srcily, 

The enkolpion of Bela III is one ofa 
number of Byzantine enamels to have trav- 
eled outside the confines of the empire in 
he twelfch century. Beyond izs intrinsic and 
artistic value, it symbolizes Byzantiurn's hege- 
mon over the artistic production of some 
of the lands in Central Europe. 
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i. OIB, val. 1, p. 700, 

2. Kerăcs 1969, p. 16; Pata Oro ig6ș, p. 30, n 103, 
pl. 11 (color). 

3. Wessel 1987. p. 164. 

4. Gautier 1983, p. 29, na. 9 (illus.). 

ş. Schramm and Miitherich 1981, pp. 140, 100, 
na. 108, Illus.; Eome ras, colocpl. szar. 


LITERATURE: Czobor 10oa; Kovacs 169, 
pp. 18-24, fig, 8; Fodor et al. 102, p. 20. fig. 73. 
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334. Reliquary Cross of 
Gundslevmagle, with Chain 


Pyzantire(23, 1040-1100 

Silwer 

Cross: H. 9.1 Cm (3% inj 

Chain: L. 78.5 CM (30 iN.) 

ComnITIa: The back of the cross 15 rising, 


PROFENANCE: Found at Gundslevmagle, Falster, 
Denmark, 


The Nanonal Museum of Denmark, iopenhagen, 
Denmark (11454, 11690) 


This silver-cast front of a reliquarYy cross 
shows Christ standing, holding a book in 
his left hand and blessing with kus nght. On 
either side are the busts of saints. The arms 
of the cross terminate in rounidels, which 
may originally have been iniaid with pre- 
cious stones. Although the cross was found 
in Gundslevmagle, Denmark, we know that 
it 1s not of Scandinavian manufacture, since 
such crosses generally show Christ vath arms 
outstretched. Its depiction uf a standing 
Christ would support an origin in Georgia, 
but because representations of the standing 
Christ were quite common in the Muddle 
Byzantine period, this critenon alone cannot 
De used to establish provenance. 

The execution of the cross in cast silver 
distinguishes it from the more nypical tech- 
ntques of silversmithing, în use during the 
Middle Byzantine period, since most silver 
objects, following practices established from 
che fourth ta the seventh century, were 
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shaped by hammering rather than casting, 
This cross indicates that the practice ot sil- 
ver casting was not unknown în the Middle 
Byzantine period and that silver was not 
excluded as a material for mass production. 
A cross mold in this exhibinon, found in 
Kiev (cat. no. 207), illustrates the kinds of 
rmolds that would have been used in the 
rmanufacture of crosses such as th1s one. 
The cross was found in a hoard chat also 
contained fragments ot an Urnes-style brooch, 
a silver finger ring, a crystal mounted in sil- 
ver, and vanous beads.? The discovery of a 
Byzantine-manufactured cross among objects 
of local manutacture points to the close rela- 
tonship during the Middle Byzantine period 
berween the Byzantine Empire and Scandi- 
navian countries, a relationship already 
established by the eleventh century, as 
confirmed by runic inscriptions found in 
Denmark that mention pilgrimage and 
trade Scandinavians also served as members 
Of the Varangian Guard, an elite force of che 
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Byzantinc army charged with the protection 
both af che emperor and of the imperial 
palace in Constantinople.* Ihe cross may 
have been transported from Byzantium to 
Scandinavia via one of these sources. 

ST 


1. Neve Vork, From Viking, lu92, p. 353, Na. 488. 

2. Îbid. 

3. Ibud., pp. 354-55, no. 4$s. See alsa Melnikera 
1787, 

4. See Blomdal uoze. 


LITERATURE: Skomand 1042, pp. 141, 133; Blonudal 


1978: hlelnikova 1937; Steen Jansen et al. 1vg1; 
New York rggz, p. 354, no. 488, Copenhagen 1996, 
NO, DĂ. 


333. The Dagmar Cross 


PByzantinet:) or Kitvan Rus't?), cache 13th ceriture 2) 


Gold and cloisonne enarnel 
34 X 2.8 cm (0% x 4 in) 


ÎNSCRIRED: Front: ui (oreek, at the center, Jesus 
Christ, an the sudearns, ăloiliee cil cul (ta the leit), 
John the Precursor (Lo the nghu). an Lhe medalioane, 
above Christ, Saint Basil [the Great], below Christ, 
Saint John Cheysosrern. Back: Țesus Christ 


CONDLILON: Some enamel îs los on both sides. 


PEOFENANCE: Probabh- trom the grave ot 
Huchuza, sisrer-ini-lave ot Daganar, qucen ct Denmark 
(d. 122), at the (Church of sant Berii in Ringsted, 
Lenmark, în the Eoral Kunstkanumer in 1695. 


The National Museum ot Denmark, Copenhagen, 
Denmark |go88) 


The cross—long, argued to be from the 
grave of the Danish queen Dagmar, wife of 
King Valdemar—is decorated on the front 
with a tppical Byzantine Great Deesis. At 
the center of the cross is a bust of Christ 
flanked by images ot the Virgin and John the 
Precursor (the Baptist), who turn toward 
him with their hands raised in the Byzantine 
gesture ot prayer or supphcauon. Ihe medai- 
lons above and below Christ portray two 
of the zuthors ot the lourgy of the Orthodox 
Church, Saint Basil the Gareat and Saint John 
Chrysostom.! The (Great Deesis was a stan- 
dard theme on large processional crosses of 
the Middle Byzantine period (cat. nos. 24, 25, 
27). The back of the cross, also worked in 
cloisoan€ enamel, bears an image of the 
crucified Christ. Belaw the crossarms and 
beside Chnst's legs are scroll patterns remi- 
miscent Of dragons. Near the end of cach 
crossarm are pairs of small circular protru- 
ssons. Ihe background of the cross on both 
sicles s filled with a stepped-lozengc pattern 
often taund as a decorative border motif 
in Byzantine art (cat. NOS. 77, LO, 146, 175), 
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2135. Front 





335. Back 


The Scandinavians had come mto contact 
with Byzantium by the ninth century. To the 
north ot the empire they helped to estabhsh 
what would become KEievyan Rus, and in 
Constantinople they dominated the Yaran- 
zian Guard, the palace guard of the imperial 
household.? The cross, however, is of a much 
later date, as the pose of Christ and the curv- 
ing |ines in the background indicare, Klaus 
Wessel dates che cross to che early thurteenth 
century, arguing, that it was a product of 
Thessalonike when the city was part at the 
short-lived kingdom of the Crusader Boniface 
of Montferrat. He further postulates the 
existence of an enamel warkshop in the city 
that alsa would have produced the Saint 
Demetrios enkolpion in London (cat. no. 116) 
and the Dumbarton Oaks cross (cat. no. 125), 
a theory recogmized by David Buckton and 
Susan Boyd.? 

Fritze Lindahl questions the traditional 
identification of the Dagmnar cross, attributing 


it to Constantinople and argurng that the 
cross is from the grave of Richiza, sister ok 
King Valdemar. Richiza's grave was not far 
from that of Queen Dagimar, and the con- 
tents of the two women's graves were com- 
bined when they were deposited at the Royal 
Kunstkamimer in the seventeenth century, 
Because Sophia, the mother of Valdemar and 
Richiza, was from Rus” Lindahl believes 
that the cross came through Rus" to Denmark, 
Reconstructing the cross as originally hax- 
ing been of the reliquary type popular in 
Byzantium (cat. nos. 119-243), she dates it 
to herween 1000 and the tarly 1200s.* 

Wlule there is na archacological evidence 
for an enamel workshop in Thessalonike, 
enamel jewelry and remains of enamel- 
producing workshops are known from Kiev, 
where the cross might have been produced 
(see cat, nos. 209—14). A group ot pectoral 
crosses with similar protrusions at The ends 
of the crossarms 1s attributed by Zsuzsa 
Lowag to Kiev. The presence on the Dagmar 
cross of two of the major theologians of 
the Orrhodox Church suggests that it was 
made tor an Orthodox believer. If ut were 
a product of the Crusader occupation of 
Thessalonike, it 1s unlikely thaț these ta 
Fastern saints would have been chosen for 
the face ot the cross. However, the tiro works 
most closely related in style to the Dagmar 
cross have connections to Thessalomke. The 
pectoral cross at Dumbarton Oaks (cat. no. 125) 
came from the Russian community on Mount 
Arhos, ncar Thessalonike,* and rhe London 
enkolpion depicts Saint Demetrios, who 
was buned in Thessalonike.” The protrusions 
on the crossarms of the Dagmar cross arc, 
moreover, also found on cast crosses from 
Thessalonike. Ihus for the present, the ori- 
gin of the cross remains open to discussion. 
Swhstically, it 15 associated with the years 
around 1200. Lis presence in a Danish royal 
grave of the early thurteenth century reflecrs 
the importance given to Byzantine-style 
enamels far beyond the borders ot the 
Orthudux world even as the power of the 
cmpire wancd. 
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2. 0085, vol. 3, p. 2152; Subnelay 1g8ă, pp. 2—27. 
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336. Medallion with Saint Nicholas 


North Italian (Yernce) or Byzantine (7), rrh-13ch century 


Glass paste 
25 x2 cm [1 x%in) 


INSCRIBEL: ( MIKOAACOS [Saint Nicholas) 


PRO+ERNANCE: Purchased through |. Marshall 
IT 1918. 


The Merropolitan, Museum at Arc, New York, Di. 
Fogcrs Fund, 1918 (18.145.9) 


This moss-green oval medallion has a half- 
tength figure of Saint Nicholas shown 
frontally, wearing the scarf of a bishop, the 
omophorton, and blessing with has right 
hand. his standard iconographic type îs 
seen in both portable and monumensral art. 
Saint Nicholas, bishop ot Myra in the sixth 
centure, was, as the protectar af travelers, 
one of the most popular Byzantine saints, 
The smail size of the medalion may indicate 
its usc as an amulct for protection against 
periis at sea. Many examples of this type 
confirm the popularity of the saint and his 
cult throughout the Byzanrine world." 

More than 18o medallons of glass or 
glass paste with inscriptions in Greek or 
Latin are known. All but two have specifi- 
call; Christian iconography, mostiy depict- 
ing; individual saints but in some cases with 
narrative scenes from the Ne Iestament. 
Lhe entire body ot medallions seems to 
have come from sixty molds. Although orig- 
inally it was thought that they were made to 
iMutate More expensive cameos, indrviduallv 
carved îrom precious Or Semiprecious stones, 
the rass-prodluced glass-paste medallions vf 
the Byzantine world seem ta form a category 
of their own. Their iconography does not 
slavishly follow that of the cameos, and they 
are related to Byzantine seals. 

Another debated quesnon 1 the medal- 
hons” place ot manuiacture. Hans Yentzel 
attributed this example (along with a large 
series of what he cails byzantinizing, medal- 
lans) ta a workshop in thirteenth-century 
Venice, but in fact glass objects werc made 
both in Byzantium and in Venice, and tech- 


BIZANTINE ART 


nical analyses do not produce sufficient 
conclusi'e results to confirm a place of orl- 
gin for works made before 1300. These me- 
daliions, however, are too closely relateci to 
Byzantine seals not to be labeled Byzantine. 
MG 


1. British Muscurn, no. 696; Muscuni af Fink Arts, 
Boston, no. 40.728; collecuon of Tabor Hice, 
Edinburgh; Kaiser Freduch Muscuru, Berlin, 
n. 64280; MLUSCO Lorret, Venice, NO. si: 
Archaeological Museum of Isranbul, no. 4g&o, 
the Royal Ontario Muscum, Loronto; collection 
ot John P. Lambris, Athens, 


LITERATURE: Wentzel, “Medalion” rose, p. 67, 
no. 43; H. Sarzenski and Merzar 1986, p. 13â, 


337. Christ Blessing Emperor Otto II 
and Empress Iheophano 


Sourh(? lralian. 982 /84 
Tory, with rraces ot red polychromy 
10.6 x 10.8 cm (7% qi In) 


INSCRIAED: În Greek, on either side ot the head 
at Christ, LC XC Jesus Christi; in Latin and Greek, 
above the emperar, OTTU IMPLERATOR] RLOJM 
N[ORUM] S[NTOYCTO IC (Oro, Emperor at the 
Romans, Augustus; in Greek and Latin, alee The 
head of the empress, SECOPANUI IMPȚERATRIX |] 

& [POT CTU|E ! Thecophane, Empress, Augusta; ini 
Cireek, next ta the body of Christ, K[ PIE AOHeE]I 
T[â] [in] aora[i] 10| ANSH] [MONAZ]Xo AMEM 
(Lord, help [protecr| your serranr, the monk[?] 
Johannes. Amen) 

Muse National du Moren Age ut des Thermes de 
IHârel de Cluny, Paris, France (CL. 32) 


As one ot the most celebrated, but still enig- 
matic, irnages of an imperial couple, this 
relet depicts Christ conferring divine bene- 
dicrion upon the German emperor Otto II 
(1. 973—83) and us wife, Theophano, Chrisr's 
gcsrure of blessing, both figures simultane- 
ously is appropriated from portravals of 
coronation anul wedding ceremonies. Based 
on the inscription, the panel must date ro 
982 / 83, since the title imperatar romanorun 
was first used in 982 and Otto died the fol- 
long; year. Otto's marriage to the Byzantine 
princess Llheophano, a niece of Emperor 
john | Tzimiskes, took place in Bone in 
972. Conseguently, zhe ivorvy appears to rep- 
resent both Eastern and Western imperial 
claims (as suggested by the title Augusta) by 
utulizing Christ”s blessing for political ubjec- 
tives. The figure helow Otto, in a posc of 
proskyhests, 15 believed to be John Philagarhos 
of Calabria, who, by o80, was Orro's chan- 
cellor in Italy, the tutor of Orto II, and a 
confidant of Theophano; named bishop of 
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Piacenza by 938, he would later become ficance of the plaque, its possible function, diction.” According to information provided 


antipope John XVI (997-988). He isalso the anda confirmation of its date mav be deter- to Mabillon, the image was the frontispiece 
likely <tonor ot the plaque. mined from a related scene in the prayer to Psalm 66 (65), whose subject is homage 
A Byzantine ivory (see below) —possibly book (formerly in Saint-Remi, Reims, but to God and rule by power. The uccasion 
the ane reccntly reidentified as depicting now lost) of Queen Emrma, the stepsister of for such a symbolic image was possibly the 
Romanos [], co-emperor from 945, and Onto II and wife of the French king Lothair  coronation of Lorhair at Compiegne on 
Empress Bertha-Eudokia, who was the (7, 954-86). Known only from an engraving  Pentecost sometime between 979 and his 
daughter of Hugh of Provence and who died recorded in ]. Mabillon's Amnales ordinis death in 986, thus making it contemporary 
n 949 — served as the iconographic model — Sancti Benediczi (1707), the image inchudesa with the Ivory. Lhe lost scene from the 
for the present work." 'The historical signi- royal family shown receiving Chrisrs bene-  psalter is iconographicalls related o the pres- 


ent ivoty, as well as to the “Ouo Imperator” 

Mbs: =” E 2 fe 2 ai i | + P ivary of Christ blessing the imperial family? 

| Ag E | | Ap | a 3 . _j In the Castello Sforzesco, Milan. These the- 
[ i, PY 4 4, d ji | "LMI [i matic associations suggest that the purpose 
i FL BI MR d | of the panel may have been to adorm the cover 
of a royal psalter, possibly one belonging to 
Theophano. Indeed, the figure of Theophano 
in the ivory clurches a book ro her breast— a 
detail that does not occur in other explicit 
depictions of royal coronation or wedding 
ceremonies, whether Eastern oc Western. 
Equally unusual îs that Chto holds a hcart(2)- 
shaped object. 'Lhus, the pictorial message 
of che îvory may be linked to the themes 
evoked in the psalter for which ir served as 
a Cover. 


Li] 


ERE RSI 1 je lu, 3 - 


NĂE 


The desire to emulate Byzantine imagery 
in thiş 1vory— its propagandizing theme 
presented under a baldachin, the imperial 
attire, and the presence of crowns with 
hanging ornaments, ot prependaulia — 15 
subverted bt the inclusion of westernizing 
stylistic elements such as the parted curtain 
that reveals the scene; the illogical rclarion- 
ship ot figures and frame; the choice of a 
mantle as the emperor's garment rather than 
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Romanos II and Empress Bertha-Eudokia. 
Bibliothegque Nationale, Cabinet des 
Medailles, Paris 


the Byzantine feros; and the presence ot a 
donor figure. În addition, this panel certainly 
was intended as a book cover— a function 
unknown for ivories in Byzantium, Lhe 
overall effect of the image, whose inscrip- 
tion co-opts a Buzantine rirle (Imperator 
Romanorum) tor Western political purposes, 
and its composite appearance make this mani- 
fest a Lauin work, yet one whose existence 
would be unthinkable without its Byzantine 
precedents. Together, these quahries support 
the hypothests that the ivory as created in 
Italy, probably at the instigation of John 
Philagathos. 

Oro wears a crown surmounred by an 
arc, This feature, also found on the imperial 
crown in the Vienna Schatzkammet, pro- 
vides visual confirmarion that the acclamed 
corunation crown of the Holy Roman 
emperors, whosc date has been disputei, îs, 
indeed, that made far Orro.* 

CTL 
1. See Cutler 1995, pp, a-i. 
2, See Cahn 19, Ep, 1. 
3. See Schramm 1găz, Hg. ga. 
4. Summanz:d in Fillirz, *Bemerkungen- 1yg3, 
PP. 313-344. 


LITERATURE: Kalavrezou-Masciner 1g77, 

pp. 1307-20, esp. n, să; Cahn 1385, pp. 73-86; brussone 
1991, pp. 1681-73, &p. p. 172; Caborit- Chopin 1992, 
na. 160 imeuth earher literature), Caillet To, 

pp. 31-48: Eggebrechi, in Hildesheim 1993, 

ne. 11-24; Curlet r9gs pp, 2rstt. 


ExHLBITIONS: Paris, ByzaHce, 1002, N0, 160, 
Hildesheim 1992, na. I1-2q. 


338. The Madrid Chronicle of 
John Skylitzes 





South Iralian | Palermo), ca. 1140-74 
Tempeta on vellurn; 234 fols, 
35,5 X 27 CIT [Lq x ION) 


PROVENANCE: Artested to in the fitteenth cen- 
ture as at rhe Wionastere af San Salvatore, Messina 
(Sicihr); in 1712 entered the Biblioteca Beal! (later 
Nacional), hiadnd. 


Biblioteca Nacional, Madrid, Spain (Vitr, 26-2) 


About 1070 the Byzantine oficial John 
Skylitzes wrote a histary of the period from 
Michael | Rangabe (r. 81113) to the accession 
af Isaac | Komnenos (7. 1057-59). Attesting 
to the chronicle's popularity and wide dis- 
şsemination is the heavily illustrated example 
in Madrid. The manuscript has lost pages at 
the end as well as a gathering în the middle; 
in addition, the scribes left spaces that the 
iiluminators never got around to painting 
(fols. 88—gs, 1897-94). The manuscript still 
contains $74 miniatures. The number sug- 
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338. Theophilos Orders Leo *"s Assassins Punished; Theophilos Arriwes at the Biehn Church, 


fol, 43r (see alsu illus. on pp. 6-19) 


gests a large, well-organized efort carried 
out at an important center of power and 
learning, The miniatures and handwriting 
support both inferences. I he iliuminationa 
divides into two categories: the purely 
Byzantine miniatures (fols. 1-87, 230-—32) 
and those in a ranze ot Western styles that 
use non-Byzantine compositions and for- 
mulas co ilustrate events in Eastern history 
(fols. 96186, 195-229). The two mpes fur- 
ther break down inta a number of styles 
attributable o individual artists. The team 
must have been uniquelv polyglot, for 
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among the Western miniatures are some 
that seem to berray a familiarity xath Muslim 
customs and perhaps even painting styles, 
The combination ot Laun, Byzantine, and 
Muslim elements suggests the land of the 
vrilingual populace, Norman Șicily. 

The connection bepacen ihe Norman 
court and the illustration of the Madrid 
Skylitzes has been supported by a number 
ot comparisons. Parallels tor the distinctive 
handwriting are seen in a Greek translation 
of an Arabic medical treatise copied in a 
South Italian center (Vat. gr. 300) as well 
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as in a biingual document ol 1142 issued by 
Roper [] at the royal chancery in Palermo 
(Patti, Archivio Capitolare, fond. 1.164). 
The illustratons point to the same milieu. 
Amang the parallels arc a collecnon af 
Greck iegal writings in Venice (Biblioteca 
Nazionale Marciana, gr. 172) and an ulus- 
trated copy ot a pocm written by Peter of 
Eboli and produced, presumably at Palermo, 
for Henry VI, king of Naples from 1190 to 
1197 (Bern, Burgerbibliothek, lar. 120). 

The patronage of the Norman kings 
Roger [Il (£. 30-54) anul tus son Wilham | 
(7. 1154-66) produced onc of the most bril- 
lant visual cultures of the Sâiddle Ages. 
Roger I[1's Cappella Palatina, for example, 
combined a Larin building with Byzantine 
mosaics and a painted ceiling ot Islamic 
design. A history of the Byzantine emperors 
and their dealings with Church and stare, 
the Madrid Skylitzes simulari embodies the 
imperial aspirations ot the Norman court 
ancl underscores the sismuificanr role Byzanune 
art and ceremonial played in their expres- 
sion, The illustrations, which may have been 
dlevised ad hoc, rarely direct attention away 
from the emperor. Lhose shown here depict 
events trom che reizn of the last Iconoclast 
emperor, Theophilos (r, 3829-42), In the 
scene illustrated above, Theophilos, at the 
right, orders the eparch of Constantinuple to 
see to the punishment of the assassins of 
Leo Y (r. 8r3—20); the eparch then travels 
On horseback to ensure that the emperar's 
orders are carried out; at the left, the con- 
spiratrors are exccured. În the scenc below, 
Theophilos arrives at the Blachernai Church, 
where the clergy await him, The miniatures 
fall among rhosc exccuted în a Pyzantinc 
style. 
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LITERATURE: Pomor T9&4, PD. 13-44; Clrac 
Esropaian 1963; A. Grabar, “Ilustrations: 1971, 

pp. 12r—zrr; Wilson 1978, pp. 2203-19; A. farabar 
and Mansussacas 1976; Furtan ig8e, PP. 37-41; 
Lavallo 1082, pp. 3-3: |. Sevtenko 1984, Pp. 730, 
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339, Silver Ducale of Roger II ot Sicily 


Sourh Iralian (Brindisi), 1140—54 

Siheer 

DOimerse 

DIAM. 24-50 ÎL IN; 2,66 gm 

ÎNSCRIBED: Around, IC XC RG IN AETERK (Jesus 
Ihristus regnat in aerernuri | Jesus Christ reni 
fcareveri) 

Bust ot Lhnst tazing, bcardcd, nimnbate, vecaring a 
tunic and himaton; he raiscs tus nght hand in bene- 
dherton anul in has left holds a Gospel book. 
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339. Obrerse 





7130. Here 


hepașee 
DIAM, 24 ni (1 în]; 2-33 EIN 


ÎNSCRIBED: ADUNĂ, E Dă AP AN RX, îti Center, 
vertical, nu 55 | Eogerius dux Apulae, Eogerinus 
rex, Suciliae, anna regi A | Roger duke of Apulia, 
Houer king of Sicily, regnal vear o]) 


King, Roger, on the right, math luz sc Roger, an the 
left, holding between them a long patriarchal cross 
on three seps, The king wrears a crown and jeweled 
iaras aril holds a giacasr cructaer in bus left hand, its 


cross torming the x ot Rex; his son vrears a shour mil- 


1tary turuic ancl holds a seri in bus might hand. 


CONDITLOX: There arc minor areas ot fraccure in 
busth coins, 


The American Numismatic Society, Nea York, NY. 
jobmeerse: 1014.56.2; TCVETSE: 104 7.2.451] 


The Byzantine element 1s extremely promi- 
nent in the coinage of Roger [], as it is in 
Sicuian art generally. The concave fabric 
of the coin îs exactly that ot contempo- 
rary Byzantine 'ssues, and the images 
themselves derive trom a prereform con of 
Alexios | Komnenos (r. 1081-1718) struck at 
Thessalonike. Only the Latin legend makes 
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this coin easily distinguishable from other 
denvanve coins of the period, 

The allusion in the reverse legend 1s to 
the recognition of Roper II as duke of 
Apulia in 1139, the tenth year af his reign, 

WE M 


340, Silver Grosso ot Ranieri Zeno 


Narth Italian țYenice), 1233-68 
Suwer 


(ieerse 
DIAM. 21 MI (Sf UL; 2.15 ET 


ÎINSCRIBEL: Arvunii, “BRA” CENO= =5=M=VENETI 
(Ranien Zeno, duke ot: San Marco, Venice! 


The doge and Saint Mark hold betiern them a banner 
an veluch 15 inscribred piră. The doge, hearded, wears 
A long robe vrith a jevelec border. Saint Mark, rumbate, 
holds a ciospel book in is lefr hand. Border ct dors. 


Reverse 
DIA. 20 UT (e IT.) 213 ŞTII 


IASCRIBEN: Left and right, in field, 1C=xc (Țesus 
Christ) 


Christ nimbate, wearing a tunic and colobiuna, i5 
scared on a high-backed thronc; he cusca his right 
hand in benedicuon and holds a Gospel book in his 
left. Border at dots, 


CONDLTION: There are sli sht areas Ok m ear an 
heh cc. 


The American A umismatic Society, New York, N.Y. 
tobneerse: III p.8, DEVELSE: 1984.131.684) 


The Venetian grosso was introduced in the 
last decade ot the raelfth century and came 
to be struck in abundance. The Byzantine 
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influence 1s clear: the seatecl tigpure ot Christ 
15 a staple Byzantine type (see cat. nos. 147H, |, 
K, and, among; the derivative coinages, cat. 
Nos. 265, 266), and the symimetrical pairing 
of doge and saint parallels later Byzantine 
usage. But there :s no exact protorype, and by 
the end of the thirteenth century silver coins 
of Andronkos Il Palaiologos (1. 1282-1328) 
were slavish imitations of grossi. The 
grosso 15 a symbolic epitaph for the domi- 
nance of Byzantine coinage and commercial 
power în the Mediterranean. 

W EM 


341, Jewelry from the “Gisela” 


Treasure 


A, Paur ot Crescent-Shaped Earrings 

ihrenian (western locrmany, Mainz?) last quarter of 
Loth centure 

Gold filigree, rich almandine, semiprecious Srones, 
and pearls 

3455 X 4.6 CI (2 X 174 In.) 


CoNDITION: A) One loop and several gold beasds 
are missing, above the empty central mounting,; there 
are cracks arul splirs arcună the central meunting, 
E) tinc loap and several gold bcads are missing 
above the central memnting; & hole in the middle is 
visible anl From chic back, 


PROYENANCE: Excavared at Mainz, 1880. 


Staatliche Muscen zu Berlin, Kunstgewerbemuseurm, 
Berlin, German 461.7! 


B, Pair ot Crescent-Shaped Earnngs 
Ortonian (estern Germany, Mainz), last quarter of 
Loth century 

Gold Ahgrez and granularion, with almandune, semi 
precious stones, paris, and cleisonne enamel 

a, 38 cer (Li ini.) 


CONDITION: 4) Two pearls in the mounting are 
extremely damaged; the red stone on the front 15 
split; there are cracks, aplits, and holes an all the ena- 
mel surfaces and in the metal mounting, B) A large 
piece of the enamel is missing. 


PFREOVENANCE: Excavated ar Mainz, Ito. 


Staatliche Muscen zu Berlin, Kunstgewerbemuscun, 
Berliri, (zermany i61.ș62,b) 


C, Finger Ring 

Otronian (western Germany, Alainz!, Loth cenrure 
Gold, vath a sapphure anul chnsonne enamcl 

3.3 CI X 2.6 CIT 14 X Lin.) 


CONDITION: [n an carlier restoration of the interi- 
ar ot the ring, the sapphire sas drilled and affixeă by 
a pin; the lower portic ct the cimi exterior as later 
restore, there are cracks, deep splits, and holes through- 
cut the enamcl;, some holes penctrate the metal at the 
base; the wires arc warped. 


PROvENAXCE: Excavated at Mainz, 1880, 


Staatliche Museen zu Berlin, Funstgeaerhemuseum, 
Berlin, faermane (Lg.1244) 








A wealth ot gold ornaments, consisting, of 
fibulae, brooches, pins, necklaces, earrings, 
and tinger rings, was discovered in Mainz in 
1880. Clearly aristocratic in character, the 
hoard contains Two items, a iantakion and 
a joras, that are based on Byzantine imperial 
ceremonial jeweiry. The crescent-shaped 
earrings likewise emulate Eastern works. 
Both pars of lunar-shaped carrings are dec- 
orated with semiprecious stones and pearis 
mounted in gold worked in a rich variety 
of techniques, including filigree, granula- 
tion, and ribbonlike bands. In form and 
technique these earrings can be related ro 
another, nearly 1dentical, example from a 
second find in Mainz, in 1903, which 1n- 
cluded a gold coin of the Byzantine emperor 
Romanos III Argyros (1. 1028-34). What is 
significant 15 that the Eastern form of the 
earring, discovered in 1904 became the basis 
for an nventive Western type, which can be 
distinguished from its prototype. The sec- 
ond paur of earrings also echoes the shape, 
enamel-work design, and techmqut ot con- 
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341B 


341C 


temporar Byzantine works (see cat nos. 
166, 167). A Byzanrine temple pendant 
(cat. no. 170) also provides comparable fea- 
tures in the enamel work, such as the red 
florets against a white ground. 

The finger ring, which has a sapphire 
mounted în a raised bezel, contains symmet- 
rical Aaral forms in red and blue enamel that 
can be compared to a Middle Byzantine 
example formerly in the Adolphe Stoclet 
collecuon icat. no. 175). Again, the migra- 
tion and paraphrasing of Byzantine mod- 
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els are evident, but without precise prota- 
types the byzantinizing character of Otton- 
ian goldsmiths” work 15 elusive at best. 

The dates of the Mainz objects appear to 
span several generations, although the lack 
of other objects comparable in date and 
place of origin hinders a precise chronology. 
However, the late date proposed by Mech- 
thild Schulze-Dărrlamm, after linking; the 
objects to Agnes ot Poitou, the mife of Holy 
Roman Emperor Henry III (r. 1046-56), 
cannot be sustained. The jeweiry 1s usually 
associated with Empress Ga1sela, the mite 
ot Conrad Îl (r. 1027-39); boch Hiltrud 
Westermann-Angerhausen and Hermann 
Fullitz have reafhirmed the tenth-century 
date, relating the Mainz objects to the 
imperial cron in Vienna (962 anl later) and 
to the Carolingian, Frankish, and Ononian 
tradition of sophisticated goldsmiths" 
work, Alrhough F.mpress Theophano, the 
Byzantine wife ot Ono II (r. 973—83), was 
criticized bv her contemporaries for her 
affection for precious jewels and elaborate 
dress,” the impact ot her presence on Ottonian 
court art is perhaps evident in the “Gisela” 
Tecasure. What îs interesting is that while 
rhe Mainz objects are not Byzanune, their 
exisțence would be unthinkable without 
Byzantium. They clearly were made ro 
imitate the appearance ot the splendor ot 
Byzantine jewelry, possibly echoing the jew- 
clry and ornaments brought to che West by 
Theophano in her dowry in 972. 

CTL 


1. Hildesheim 1992, ww-26. 
2. tthoh of Saint Emmerara, as cited by 
Westermann-Angerhausen 1991. p. 216. 


LITERATURE: Falke, Maszer Gasca, LOLA; 
Schualze-T harrlarnm 1apr-g2: Vesrermarui- Angerhauseni 
rș9T, pp. 10a-2ră, esp z0sii.; Lightberăn 1992, p 194, 
figs. 16, 17; Fulluz, “Bemerkungen, 1993. PP. 313234, 
esp. n. 6, 


ExXHIBITION: Speyer 19Q2, n08. 611,642, 6 La. 


342. Casket with Erotes and Animals 


Northern Adriatice (2), 12th(2) century 

Bune platpues and ornamental strips over wooden 
casker wnh silk lining; copper handle, ctasps, lock 
plate, anul nails 

11.5 X 39.5 %X 10 CI (qi e 13 X 7 Ur) 


CaNDITION: Alatiy ot che plaqucs, roserte strips, 
and haruls at ransred ribbon and acanhus ornarmene 
have been damaged by the later insertion ot he 
hardware. 


PROYENANCE: Hoentschel collection, Paris; gili 
af ]. Pierpont Morgan ra The Metropolitan Museuni 
Of Art in 1917. 


The Metropolitan Muscum of Art, Nea York, NY. 
Gift of ]. Pierpom Morgan, 1917 17.190.235) 


Although the naked figures fighting or 
playing musical instruments on the id 


subscribe ro the rradirion of erotes acting 
Out adult acuvities (as on the Yeroli Casket, 
cat. no, 153) and the hunting animals on 
che sides observe norms reverting to Late 
Antiguity, it remains far from certain that 
this box 15 of Byzantine manufacture, 
Attempts to see in the figure clurching his 
head on the left plague of che lid the Con- 
stantinopoltan statue of Herakles as he rests 
after cleaning the Augean srables do not 
explain his presence in this contexr.! He 
would appear more hkeiy an eros figure 
wounded in the mock bartle. Similariy, che 
manner in which muscles and ribs are in- 
cised on the body surfaces finds no counter- 
part in the tradition of Byzantine ivory 
carving. (Juadrupeds, pursuing or leaping 
on their prey, and other heraldically dis- 
posed animals are at least as much at home 
n the medieval Vest as in the East. Mareover, 
Byzantine carvers rarely bisected pheir ammals 
with the frame, as on two plaques on the 
rear ot thc casket. The enclosing “rosertes”— 
af rwo different types, one with rounded 
leaves, the other composed as a star cluster — 
are much less plastic than those on tenth- 
and eleventh-century examples, and the 
combination of these different lorms 1s found 
only an boxes of the same order as the pres- 
ent example.” While the provenance of 
such portable obțects is no compclling indi- 
cator ot their place of origin, so manv caskets 
of this type come from sites in the northern 
Adriatice that a source in the Veneto or the 
region of Istria seems more likely than 
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iai 


Constantinople.* In Venice and elsewhere in 
Italy in the rxelfeh century, they would have 
appealed to a chenrele still under the spell ot 
things Byzantine. 

AC 


L. troldschrnudt and Werzmann Liga, vul. 2, NO. 547; 
New York 1e7a, no, 76, 

2. Gelaschmuidr and Weizmann 1934. voi. 2, 
NOS. $8—63. 

3. Schneider .8g6, pp. 2790-02, 


LITERATURE: taoldschmidt and Weitzmani 1930, 
YOl. 1, n. ş7 (for the okler literature), Connor, “he 
Perspectives,” 1991, p. 100, fig. 4. 


EXHIBITIONS: Ne York re7c, na. 76; Providence 
1987, NO. ş. 


343. Casket 


Sucilian or South Italian, ca, 1200-1225 
Ivory, brass, and ternpera 
10 X 27,5 X 13 CI [4 AX LOA X 3 LL) 


'Lesoro della Catredrale di San Andrea a Yereli, 
Yeroli, Italy 


This rectangular casket with a flat lid belongs 
to a large group of ivory boxes most proba- 
bly produced in S:cily or southern Italy in 
the welfth and thirteenth centuries, It 15 one 
of five such works în the Cathedral Lreasury 
in Verol. These objects are composed of vory 
sheets (1n some cases vwirh wood supports), 
nailed together with ivory pegs and decorated 
with ternpera colors. Brass hinges anul clasps, 
which were sometimes prominent, secured 
the lid to the casker. Scholars believe thar 
such boxes were produced in southern Italy 
because all are found today in collections 








outside the Middle East and none îs report- 
ed to have come from an Islamic country. In 
addition, the figures drawn on them betray 
Fatimid influences, which were assimilated 
during the Muslim occupation of the region 
ancl integrated into the decorative repertoire 
of Norman Sicily. These caskets, which were 
secular objects, often found their way into 
Italian and European church treasuries as 
reliquaries. 

The whole group of ivories painted in the 
“South Italian” style has been studied by 
Cott, Ferrandis, Pinder-Walson, and Brooke 
Most are square caskets with flat or truncated 
pyramidal lids; there are also a few oval cas- 
kets with domed lids and a smali number of 
pyxictes, combs, and crosier heads. Pinder- 
Wilson and Brooke subdivided the approxi- 
mately two hundred objects into scven 
groups according to their painted decora- 
tion, The present casket belongs to the tourth 
group along, with three other square boxes 
in the Cappella Palatina, Palermo; the 
Museo Nazionale del Bargello, Florence; 
and the Archacological Museum, Laval 
(France)." It iș decorated symmetrically with 
figures placed against the off-white back- 
ground or enclosed in roundels. On the 
front wa falconers face each other on cither 
side of the lock hinge (now missing); on the 
back two aftfronted peacocks looking back- 
ward are separated by a psendovegetal 
medallion; each of the to sides shows a 
single bird, perhaps a parrot, in its center, 
On the lid are ryo symmetrically decorated 
medallions, each enclosing a haloed bust of 
a saint holding a book; between the medal- 
hons are two predatory birds, and below are 
rwo peacocks as well as two cheerahs seizinp 
a hare. It has been remarked that the talcon- 
ers” braids may suggest a comparison with 
contemporary Persian pottery;* however, 
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there 15 no doubt that the composition and 
style of the painted decoration belong to a 
South Italian miheu. The presence of Christian 
figures is not unusual on these caskets, which 
were produced in an area that, although 
recently restored to Catholicism, was still 
permeated by Islamic imagery. 

sc 


1. Corr 1939; Ferrandis 1935-40; Pinder-Yilson and 
Brooke 1973. 

2. Pinder-Wilson and Brooke 1973, pp. 2830-83, 
Pls. LXXIL- LyX. 

3. Monneret de Yillard (19șc, pp. 29-30) made such 
a comparison, but he never published his promised 
work on the painted ivories. 


LITERATURE: Lot 1939, N0. 44, pls. 23, 24; 
Ferrandis 1934-40, no. 19, pl. XYI, Pincder-Wilson 
and Brooke 1973, pl. LXXYa; Gabnel and Scerrato 
1979, figs. 485-838 (color), 


ExHIBITIOCNS: Milan 1993, no, 88 (color, entre by 
(a, Ventrone Vassallo?; Yeruce 1995, no. 8.6. 


344. Textile Fragment from the 
Reliquary of Saint Potentianus 
Byzanune or Siculo-Byzantinc (>), 1zth century 
Silk 

14$ X 97 cm (57 x 3814 in.) 

PROYENANCE: Rehquary of Saint Potentianus 
(Potentien). 


Tresor de la Cathedrale de Saint-Etienne, Sens, 
France (87) 


'Lhis textile fragment from the reliquary of 
Saint Potentanus (Potentien), martyred 
third-cenrury bishop of Sens, may be the 
fabric that was placed around his remains in 
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344 (detaul) 





rhe early thirteenth century.! The bluish 
purple silk has a design in red and blue 

of large circles with frames composed ot 
pseudo-Kufic inscriptions. Connected axial- 
Iy by small disks, the circles enclose stylized 
trees with pairs of griffins and birds, one 
above the other. The intersrices are îlled 
with a tree motif containing, twa pairs ot 
birds, and yellow beading, trims the edge: 

Medieval decorative arts, especially tex- 
tiles, share an important characteristic: the 
designs that embellish them simultanecusl 
adhere to tradition while incorporating new 
motifs, which contnbutes to the difficult; 
of establishing the origin of individual 
pieces. The present silk exemplifies this prob- 
lem. Here the arrangements ot trees with 
birds and animals recall seventh- and eighrh- 
century silks from Byzantine and Early 
Islamic Egypt as well as examples from the 
eastern Mediterranean.? The beading and 
the exagperated elements of heavy paws and 
legs, originally Sassanian, appear indely in 
medieval Byzantine silks.* The elaborare 
plumage occurs on a Byzantine isory casker* 
and on some Islamic pottery.€ 'Lhe frames 
composed of pseudo-Kutic inscriptions, YIsu- 
ally convincing, but illegible, derive from 
Islamic art, in which calhgraphic inscrip- 
tions figure prominentiy, 

Alkhough this rexule is now generally con- 
sidered to be Byzantine, in could have been 
made in any region with a developed silk 
industry and strong Byzanune and Islamic 
presences, such as twelfth-century Sicily, 
where an already important silk industry” 
was further expanded by the Norman kings. 
Moreover, in Sicily under che Norman royal 


patronage Byzantine, Islamic, and Western 
artistic tradirions existed side by side? Whule 
pseudo-Kufic ornamentation appears else- 
where in Byzantine art,!” its use in Sicily 
along with true Kudic inscripnons most close- 
Iv ani consistently parallels Islamic art." 
The Saint Potentianus silk demonstrates a 
comparable employment af pseudo-Kufic 
inscription, strengthening the Siculo- 
Byzantine attribution proposed carly in this 
century, * AG 


[. Chartraire 1&ş7, pp. 13-26; Chartraire rgir, 
p. 452; Paris, Byzance, 1902, p. 380. 

2. Technical intformanon — compound meft-faced 
tii; varp: ellena silk: wefe: bluish purple, blue, 
red, and yellowe silk. This textile as also used in 
ather relhquarnes at Sens. Additional fragmenta are 
in the Museo Nazionale del Bargello, Florence; 
he Musce Historique des Lissus, Lyons; and rhe 
Musee de Cluny, Paris. See Auxerre 1930, p. Lg. 

„See especially the silks at the so-called Aklunirn 
group i Falke, Runstaeschichte, 1913, al, 1, 

Rps. 39-63; Wiacuiniani-Reber 1986, pp. Bo-g7). 
These motiis also occur in several medieval silks 
found near Ray in Iran, which have been vari- 
ausly identified as Byzantine, ] evantine, and 


E Ii 


Persian (Shepherd 1974, p. 13; King 1987, pp. 41- 
45, figs. 1, 2; Chavsky and "Abbas Muhammad 
Salirm 1995, pp. 13234, 13738, n05. 79, 51). 

4. Also present in car, 105. 148-150. 

„An eleventh-century casket în the Irenes 
Cazhesdral Treasure: Paris, Byzance, 1992, DO. 168, 
pp. 2358-40. 

6, See especially he Lakabi ware made in either Syria 
or Egypt; London, Art, 1978, 005. 340, 341, PP. 
24243, 

7. The extent and quality of Sicilian silk production 
has until recently been undervalued (Monneret de 
Villară 1g46 and 1953; Shepherd 1974, p. 133. For 
the new cvidence, sec Ciontcin 1967-84, vol. 1, 
pp. 101—3, 222; (ete 1967-83, vol. 4, PE. TI, 157 
1628-69; Guullou ra7ș; Jacob 1991-92, pi. 465. 


at 
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3. In 1147 Roger [] even carried away silk wcavers 
from Corinth and Thebes, centers of medieval 
Byzantine silk production. Choniates 1984, 

PP. 43-45, 57; Lopez 1944, p. 24; Jacoby 1gar-92, 
p. 42. 

.Specifically in the Cappella Palatina in the royal 
palace in Palermo, about 11405 and later (Demus 
1949, pls. 8-13; Gabnel anul &cerrata 1979, 
gs. 40-42); in general, see Dremus 1949 and 
CGiabneli and Scerraro 1979, pp. 353-105. 

10. One such example is a tenth= ro eleventh-century 
plass cup in rhe Treasury ot San Marco, Venice. 
Cutler 1974, pp. 23839, fips. 1, 2; Rodley 1994, 
Eg. 133, 

„See, far example, the work of Islamic artists on 
the woxxden ceiling ot the Cappella Palatina 
(Gabriel: and Scerrato 1979, pp. 3034) and along 
the basc at th: dome of Santa Maria dell'ăm- 
muiraglio in Palermo ica. 11405; Gabriel and 
Sccrrato 1979, figs. 117, 118). On a smaller scale, a 
psrudo-Kufic band, similar in style to that of the 
Saint Potentianus silk. decorates the secund illus- 
tranon of che Chronicle st John Skwlizes in 
Madrid, a taelfth-centurn Byzantine manuscript 
veritren in Sicily LA. Grabar and jlancussacas 
1979, pl. 1;]. Sevienko 1984). 

12. Falke, Kzstaeschictite, 1813, *0l. 1, pp. 126—27, Îlgs, 
211, 212. he existence ot a relared silk (compara- 
ble în pattern, derails, and colars) repuired ta be 
tron Sicili i given by Ilupont-Aubereille 1ăr7, 
pi. 6; reproduced in Falke, Kporstgeseichte, 1913, 
vol. 1, p. 126, fig. 210; Auxerre 1990, p. 192. 


"E 


i 


— 


LITERATURE: (_hartraire 1597, pp. 19-20, 00. 33; 
Chartraire 1911, pp. 452-453, n0. 42, Falke, Kazast- 
Weschichte, 913, VOL. 1, pp. T26-27, Îgs. 21, 212; 
Podreider roză, p. 26, îg. 31, Monneret de Yillard 
T953, PB. 1813-64; Shepherd To74, pp. 13, TOI, Îlg. 7; 
Martiniam- Reber, "Deuxicme suairc 1990, N0, 1234 
Rp. 19a-—ţi (with extensie inblography); Otavsky 
and “Abbas Muhammad Salim 1995, p. 138. 


ExXHIBITIOXS: Auxerre gg, no. 123: Paris, 
Banc, 102, Du 288, 
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. Stylianou and Styliznou 1985, p. 223. 
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„Stelianou and Stylhanou 1985, p. 23. 

„Kollias 1992. val. 1, p. 261, See alsa Srylianou 
and Swhancau 1992, vol. 1, pp. $70-81. 
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golden cover anl pilgrim gifts, see Accascina 
1974, pl. 1er. 

„ SOUNOU 1939, pp. 3-6. 
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Deblitzenou in 1384. It lists seven Kons rang- 
ing in value from to hyperpyra —the price 
of a towel or kettle —to seven hyperpyra, the 
value of a used bedspread, her good silk bed- 
spread was valued at thirry-twa. Or see 
Richard 1983-87, p. 14, where panel paintings 
are given values comparable to kitchen utensils. 

. Ohnefalsch-Buchter 1913, p. 66, newly reprint- 
ed as Ohnefalsch-Ruchter 1904, pi. și. 

„On the Hodegctna, sec most recenti Babic 
1994, pp. 189-222 vweith earlier bibhography. 

«In the present volume, see cat, nos, 84-36, 
in Goldschmidt and Wetzmann 1q30, the 
Virgin is set apart as the central higure in 
thirty-nine ivories; she exkubits the posture 
of the Hodegerria in thirty-five of these. 

«Larr 1996, 

.Corrie 1996. 

. tikonomides 1991, p. 42 (Fogg Art Wuscum, 
TIC. 1257]. 

„ Kreidl-Papadopoulos 1966 gives a resume of 
the images iconographic history, 

„The classic study on the Byzantinc theologo of 
Manys death is Jugie 1944. See also Wenger 
1965. A very elegant study of the emergence of 
Mars mortaluty as a theme in Byzantine 
though and imagery 15 Kalavrezou 1990, 

„In the present volume, see cat, DU, 95, LO; 
see alsa Doldschmidt and Weizmann 1930, 
VOL. 1, figs. 1, 1009—13, 1156, 174—80, 195, 201, 
aia, 226, 234. 


7, See Andrew of Crete, quored in Jugie L944, 


p. 237: “And one sees a spectacle truly novel 
and beyond all human thought: a woman 
superior IN purity to the heavens at the thresh- 
old of rhe celestial sancruare.” 

. Alexiou 1974, pp. 5-6, 16, 27-29, on the role of 
women in the fourth-century Funeral of Saint 
Makrina. In disparaging the dramatic behaviar 
ot mourner$, Byzantine ccclesastics assipned it 
to women; see H, Maguure 1991. Spyridakis in 
his fundamental study, Spyridakis 19$o, pp. 74- 
171, speaks little of the gender of participants 
but describes v'ornen moiurners on p, 120 and 
cites on p. 1oș the dearhs ot Saints Makrina 
and Mary Jumot, whose lament by momen is 
specified. The lamenrs of Saints Exaristos the 
Stenudite and Peter of Argos, both cited in 
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Abrahamse 1384, p. 127, included both men 
and women. On the imagery ot griet in 
Byzantine art, see FH. Maguire, “Depiction of 
Sorrow? 1977, pp. 125—74. On the contimuity 
irita recent times, see Diantorth 1982. 

On Paul, see in particular Germanos, patriarch 
of Constantinaple, in hus sermen on the 
Donnutien, tz, vol, 98, col. 365, in which 
Paul, artiving late, throses himself at Mars 
teet and praises her: “IIaul, fulfiliment ot my 
salvanion. For if | did not see Christ in the 
body, 1 see you in the body [and] IL am encaur- 
agcd to sec Christ, the body hailcd by the bod- 
less [angel] in the garden. În your presence ] 
fulfill che yearning to Chris” 

Alexiou 1974, p. 28; H. Maguire 1901, who 
quotes, far example, Theophyiaktos ot Ohrid 
on the Esing of Lazarus: “Io have no teclinp 
and no weeping 15 bestial, but ro weep too 
much and co be fond of lamenting is woman.” 
Alexiou 1974, p. 27. 

Invenroned in Kre:di-Papadopoulos 1966, 

p. 145, these include Bede* description of the 
mural at the Virgin's tomb showing the 
Virgun's mummy and the angel beanng the 
palm; threc scenes of rhe ninth century at the 
so-called Temple of Fortuna Virilis in Rome 
showing Christ announcing Mars death to 
her, John greeting the apostles at his hause, 
and the apostles bornc on clouds; and tao 
scenes at Agac alu Kihse in Ihlara showing 
Christ first receiving and then holding Manps 
soul. 

On the silence during; the strugele af the soul 
and the lamment rhereatter, see Alexiou 1974, 

p. 27. 

Rosenqvist 1986, pp. 108-g, of Saint lrenc: 
“and sudidenhyp her face shone as the sun. Then 
she closed her eyes, as if expecting to sleep for 
a short while, and she rendered up her holy 
soul to God? Talbot (forthcoming), of Saint 
Theodora: “and after rechning on the bed on 
huch she lay vuth her lmbs artanged in an 
arderly manner, and placing her hands an her 
chesr and suitably closing, her eyes and her lips 
as if in the natural sleep that comes ever us, 
she was transported to the eternal and everlast- 
ing life.” 1 thank Dr. Talbot for showing me 
her translation, The Greek cexts regardino 
Saint Theodora are published in Paschalides 
1991, with the death on pp. 152—57. 

Rosenqvist 1986, pp. 1o8-—11: “At once there 
rose a clamor, and crying and lamentation and 
wailing echoed loud among her spiritual 
Gaughters, ... Her death became known every- 
where, and in a moment almost the whole city 
was gathered before the convent. . . . Not even 
w1ves and daughters of senators failed” Yorst 
1923, p. 321: “The majority of the cute — men 
and women, old and young, every age of monks 
and laypeople, private citizens and everybody, 
priests ani thuse outside the bema— hurried 
together arcund him, lamenring and bewailing 
the wyranny of death,” 

Alexiou 1974, p. 29, on Makrina's death, 
Rosenqist 1986, pp. rro-1r: “Not even WLYE5 
anl daughters of senators fauled . . , they, too, 
ran to the saint's corpse, eager to Win 
sanctification, some through contact, others 
whom the pressure ot the mulntude dud nor 
allow ro touch her, through rnere sighr” 

Vorst 1923, p. 321: “And like beamș, light bear- 
ing angels, driving out the dark demaons that 
were betore them, carricd [hus soul] to heaven 
and placed it at the royal throne” Rosenqvist 
1986, pp. 108-g: “she sar down and began to 
smile as if she had . . . seen and rejoiced ar 
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the hght-bearing angels who would carmy her 
away.” 

Talbot (forthcoming), of Sainr 'Iheodora: 
“Then the nuns performed their hymnody 
mingled with their lamentarions, and rhere 
vas discussion as to where they should lay to 
rest her holy body, . . . And so they all be- 
stowed a final kiss on her holy body wrh 
psalmdy and reverence.” 

Thus the sermon îs illustrated în Paris, 
Bibliotheque Natianale, gr. sro, fol. 1041, with 
Basil's bier carried by four men (Omont 1929, 
pl. XLI%). In the cleventh- and rwelfth-cenrure 
manuscripts of Gregorps Homilies, homever, 
the sermon 1£ illustrated vnth a composman 
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flanked by crowds of clerics and Gregory 
standing behind tum (see Galavaris 1969, figzs, 
TT, <p4, 114 363. 460), Lbe saintis Koimesis 
eventually becomes extremely elaborate; sce 
Baltogianni 1992. 


. The segment ot John Lieometres's sermon on 


the Virgin that treats the Koimesis is published 
vith French translation in Wenger 1955, Pp. 364-— 
99. On the cloth ot gold, sec pp. 3864-65, sec. 
1; an the symnmetrical placement of the apos- 
tes and the women, pp. 382—83, sec. 25, and 
on the kissing and gazing, pp. 38283, sec. 26. 
H. Maguire 19şi, citing Sopocani and subse- 
qucrit Serbian examples, 


„Sce the reference to an image of the lament for 


the emperor Alexios | komnenos (ded 1118) 
in Magdalino and Nelson 1982, pp. 26-30, 
and the later Koimeses of the Serbian royalti, 
beginning with Sairit Savvas at Sopocani. The 
repurt uf the image of the lament tor Alexios 15 
interesting since we have in Anna Komnene's 
Aiextad a vid descripuon ot he mourners 
who lamentecd him; Comnena 1969, p. 413. 
Rosengqvist 1986, pp. 1023. 

On Charos in Byzantiurn, see Alexiou 1974, 
p. 26, and pp. 197, 201 tor Charos as reaper. 
lakobson 1950, na. 195, p. 196, pl. 27; Megaw 
1989, fig. 1. 


“Images of the Court, br Henry 
Maguire, pp. 183-g1 
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Darrouzes and Westerink 1978, p. 217. 

Ibid., pp. z29-—zi. 

The classic discussion of the art of the irnperial 
court îs A, Grabar 1936, For more recent trear- 
mems, see H. Maguire, “Heavenly Court” 
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Sinat 1990, pp. 117-20; Weitzmann 1982, 

Pp. 24470, 291-387, 43-34, tarr and 
Morrocca 1991, pp. 83-88; Mouriki 1985-86, 
Pp. 3-77. 

Ostrogorsky 1969, pp. 413-17, Brand 1988, 
pp. 232—69. 

See Thomas essay for the southern aspect of 
thas axus, p. 35%, 


“Kievan Rus" by Olenka Z. Pevny, 
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The Slavic population expanded from irs origi- 
nal hameland în three general directions: vest, 
south, and rorthceast. The threc resulning 
branches GE Stars — the West Slavs, the South 
Slavws, and the Past Slaws — ere subdiwided 
further ito rribes, and by the sixch century the 
cammon language ol the Slavs was distinctly 
csolving among these three branches, 
Exventrually West Slawic developed into Polish, 
Czech, and Slovak, South Slanic gave rise to 
Fulganan, Macedonian, and Scrbo-Croauan; 
and East Slavuc generated Ukraiman, 
Pelorusian, and Russian, 


. Vasiliev 19468. 
„For additional information on Prince Olehs 


campaign, sce Hrushevs'kyl 1941-93, Pp. 435- 
33; Vernadsky 1049; Yasiliev roșr; Sakhara 
1980, pp. 833-180; Nikolae+ 1găr;, Karpozilos 
1065, 


„For rhe identification of the fresca subject as 


the veremomes in the Constantinopolitan 
court during Princess Q/ha's visit to the 
Byzantinc capital, see Vsorskii 1989, pp- 113— 
204. 

PSL, *ol. 1, pp. 60-62. The Dterature cori- 
cerned with Princess Ol'ha's baptisrn 15 cxten- 
sive, See, tor example, Ostragorsky 1967; 
Arrington 1979; Litavrin 1981, pp. 35-48; 
Obolensky 183, pp. 1î7—71; Pritsak 1985, 

pp. ş—-24; Latavrin 1986; Muller 1088; 
Obolensky 1988-29; Nazarenka 1989; 

Poppe 1992. 


„Adaiberti 1977, pp. 214-145. For an analysis of 


the information în the Continuatioa Dif te 
Chronicte of Regino of Prum, see Poppe 1992, 
pp. 273-74. 


. Kazhdan 1938-89, p. 429. For a genealogical 


survev ot Rus marriages, see Baumgarten 
IŞ27. 


„ For the religious practices of the East Slavs 


prior tu their acceptance of Christianity, see 
Rybakor 1987, For Sviatoslav's campaign 
against the Bulgarians, see Karyshkovskii 1955 
and Stokes 1962. 


For intormatian on Prince Volodymyr and the 


baptism ut Rus, see Sobolevsku 1888; Levirskiu 
1800; Golubinsku 1901, pp. 105-387; Frushev- 
SKI 1913, 1991, Vol. 1, PP. 498-538; Poppr 
1976, Wxlof 1088; Tulochko 1988- 8u: and 
Pritsak 1989. 

The Popărt premennybl îer is “a hypotherical 
protatype extrapolated by modern scholars 
primarily from the Laurentian, Hypatian, and 
first Novgorod Chrunicle” It 15 beheved to 
have been compiled in Kiev în the early twelfrh 
century and îs the main source for the history 
ol Kievyan Rus. See Sumem Franklin, “Poest? 
Yremennych Let” ODB, vol. 3. p. 1708. 


PSRL na: 2: sub ani 987. 
12, 


For an introduction to Byzantine-Rus' ecclesi- 
astical relations and further bibliegraphy, see 
C)bolensky 1957, pp. 23-78. 


.PSBL 1:52; Abramovych 1991, pp. s—12, 
14. 


Sec PSRL 1:ș2. For information on the excava- 
nens conducte on the site of the Desiarenna 
Church and for a discussion of the various 
proposed reconstrucrians of the church, sec 
Karger 1951, pp. 453-141; Karger 1961, vol. 2, 
PP. 9-59. 

Thicthmar of Merseburg refereă ro Kiev as a 
riva! of Constanrinople and emphasized the 
proximity of Kiev and Greece. Adam af 
Bremen regarded Kiev as one of Gareece'ş 
leading cities. See [. Sevtenko, “Cultural 
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InÂuences,” 1991, p. 140; Billington 1956, p. 7. 
The hterature on the relatanship berween 
Rus and Byzanuurm during the Fucvar period 
15 Extensie, atu ranges from CONSTA ANS 
Cf Kevan Rus as vircually a part of the 
Byzantine Empire to the minimizimg of the 
impact of Byzantium on Rus: 

The literature on the Cathedral ot Swiata Soia 
15 extensive. See, for example, Prakhuw 1886; 
Tolstoi and Kondakov r&gr: Ainalor and 
Hedin 1599: Zakrewskii ig2a: Povstenko 1054; 
Lazarev 1956, Lazarev 1960; Karger 19s8-61, 
vol. 2, pp. 938-140; Lazarev 1966; Lohvyn, 
Sofia, 1971; Kresal nyi 1472, pp. 65-79; Lohwyn 
1974; Lohwyn 1977; Tots'ka and Erko 1976; 
Lazarev 1978; Asieicv 1979; Poppe 188, 
pp. 37-41; Rappoport 1982, pp. 11-12; Salko 
1982, Vysotskui 1989. 


„For a recent discussion on the place of Greek 


in Rus, see Franklin 1992, 


Translated texts answercd imediate ecelesias- 


tical requirements and were primarily works af 
a practical, didactic, moral, and ascetic nature. 
Few translations of such genres as history, phi- 
lasophy, theology, scientific treatises, secular 
vrritings, and classical works circulated in Rus. 
Sec Thomson 1978, pp. 1067-39: Thomsoa 
1953, pp. 6ş—102; and |. Sevtenko, “ Remarks,” 
I9ȘI. 


Ă florilegium 15 a collection ot excerpts irom 


ihe works of vanmus authors. The term 15 Most 
frequently apphed to rheological antholeogics. 
Far a fuller definirion, sce Flizaberh M. Jeffreys 
and Alexander Kazhdan, “Florilegium.” ODB, 
val. 2, pp. 793-94. For a brief summary of the 
contents of the /zborprk Spratasiara ot 1073 and 
for further mblhography, see Simeon Franklin, 
“Izbormki” ODA, vol. 2, pp. 1027-28. 

Ihe arrival of ixreek masters, and che toun- 
dation and construction of the Uspens'kyi 
L-athedral is described in the Fipiepo-Pechers i 
pateryk. See Heppell 1989, pp. 1—14; Abramo- 
vpch 1391, pp. 5—12. The Uspens'ky! Cathedral 
ot the Kyievo-Pechers'ka Lavra was tounded 
bv the priar Theodosios, the bishop Michael, 
and the reigning prince, Swiatosiay [ziaslawych. 
Alhough «xtensively restored and altered, the 
church, sureived until gar. For additional 
intformauon on the church, sce Lehedintsex 
1826; Kholostenko 1975; Asieier 1982, pp. 78- 
93, Rappopart 1982, pp. 23—2$. 


„According, to the Kyievo-Pecherskvi pater, a 


church in Rosto» and one in Suzda!” repro- 
duced the architecture and decoranon ot 
Fus Uspens'kyi Cathedral. See Abramesrech 
I991, p. 12; Hcppell 19âg, p. 13. 

Thus structure surșied until 136. For the 
architecture cf che church, see Asiele 1961, 
pp. 2901-96; Karger 1953-61, vol. 2, pp, 273-382; 
Asteiev 1şăz, pp. 93—102; Rappoport 1982, 
pp. 16-17. Fora bibliography on the history 
and ilecoratian ct the church, consult the 
entries on the extant mosaics borrered far rhe 
exlubition (cat. no. 195). 


. For the story of the Rus" icon painter Alumpri, 


who was îrained by thc Byzantine masters 
working on the Uspens'kai Cathedral at the 
Kyieva-Pechers'ka Lavra, see Abramowych, 
1991, pp. 171-758; Heppell 198, pp. 90-99. 
See the Kyizvo-Pechen'kyi paterye. Abramo'wch 
1991, p. 12; Heppell 1939, p. 13. 


„It is possible that the Ostromir and Mstislav 


lectionaries have 2 common protorpe. 
Borys and Hlib, the sons of Grand Prince 
Yolodymyr I, were murdered by Prince 
Svratopolk and *werc vencerated as martyrs. 
Barys died on July 23, rous. and Hlb un 
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September ș, 1015. Much literature exists on 
the cult of Bors and Hhhb, For the most 
recent works and tor further bibliography, 
see Lenhott 989; Scracra î990, pp. 2563-60; 
Hollingsworrh 1992. On the churches and the 
cult of the relics of Bors and Hlb, see Karger 
1952, Pp. 77-99. 

This is clearly expressed in thc erkozren TO 
YVolocdmyr by the eleventh-centure Kievan 
metropolitan Ilanan. For an Finghsh transla- 
ron Of the zexc, see Franklin 1991, pp. 17-29. 
For a recent discussion of the problem af suc- 
cession in Eievan Rus, sec Kollmann 1993, 
pp. 377-487. 

The structure 15 described in the First 
Novgorod Chronicle, The Novgorocdian 
chrorucles, compiled berăeen he thirteenth 
and the tifteecnth century, record historical 
events in Rus with the tocus un Novgorod. 
See Nasonov 1950, p. 181. For conjectural 
reconstruciioris ct the wooden church, see 
Comant 1944, p. 70, fig. 2. 

For further informanon and bbliography on 
the architecture of rhe Cathedral ot Siataia 
Safiia in Novgorod, see Shtender 1968, 
Shtender 1074; Komech 1976; Sheender 1977: 
Rappopurt Ly82, pp. 63-68. 


. For the history of Halych and the Halych- 


Val principality, see Hrushevs'kyi 1991-93, 
vol. 3. Far a brief overview in English, see 
Subtelny 1988, pp. ș—6ș. For a discussion of 
relations bereeen Byzantium and Halych, see 
Frances 1959: Țurevicz 1964, 


„See Pasternak 1944; Honcharar 1953, pp. 20- 


30; Pasternak 1961, pp. 6r7—27; Bazhan et al. 
1366, pp. 387-090, Malevskaia and Rappoport 
1078, pp. 91-06, loannisian 1983, p. 236; 
Koshenyi 1988; Kosho'wyi 1995, Pp. 155-459. 
simon Franklin, “Galitza,” ODB, vol, 2, p, 818. 
For addinonal informauon and bibhographi, 
see Faensen and Ivanov 1975, Pp. 348-350; 
Novakovskaia 1981, pp. 47-31; Rappoporr 
1982, Pp. 53-54. 

The extensrve sculptural embellishmcnt and 
the architecture ot Yladimir-Suzdalian 
churches have heen variously arrributed re 
Romanesque and/or Caucasian influenceş that 
may have been introduced by craftsmen from 
Halych. See Mango, Byzaniine, 1978, p. 187; 
G. Hamilton 1983, pp. 53, 58. For a surrey of 
the mormiments at Yladimur-Suzdal', see 
Yoronin 161; Voronin 1965; Faensen and 
Ivanov 1975, pp. 25-26, 343-539; Rappapori 
1982, pp. 31-65; Brumificid 1983, pp. 85—112; 

G. Hanulton 1983, pp. 51-64. 

For an assessment of Andrei Bogoliubskii's 
ambitions, see Hurwirz 1g8o and Pelenskui 
Ip$ă- tg, pp. 7âr-Bo. 

For a discussion ct vaclith-eentury Kievan 
architecture and its connections with Byzantine 
developments, see Perny 1995, pp. 8c-158. 


38. Among those that sure in vanous states of 


39. 


preserrati an, reneauon. and restoration are: 
the church dedicated ro Sainr George în Kaniv, 
buult in 1144; the Boryso-Hlibskyi (Saints 
Borys and Hlib) Cathedral in Chernihiy, 
touniled in 1123; the Uspens'kyi (Dormution) 
Carhedral af rhe Telets'kyi Monastery in 
Chernihuv, dated ro the mid-twelfth century; 
the Uspens'kyi Cathedral în Yolodymyr- 
Valyns'kyi, founded in the Late 11șos; the 
Petropavlovskaa (Saints Peter and Pauli) 
Church in Smolensk, dated about 1150; and 
the church dedicated to Saint John the Baptist 
n Smolensk, dated betaeen 1r6a and 18a. 

For infarmation on the Kyrylwska Church, sec 
Pevny 1995, 


“The Bulparians,” by Joseph D. 
Alchermes, pp. 32-25 


La, 


LI 3 


--] 


, For surveys of the formation ot the Bulgarian 


state, see Browning, Byzantium and Bulgaria, 
1974 and Fine rg83; see Fine ra87 tor an oer- 
view vf Bulgara 's later medieval lustory. 


. For brief desecnipions of key carhp Bulgarian 


buldings and the essential bibihography, see 
Miatev 1974, pp. 27-08, and Krautheimer and 
Caurcic 1986, pp. 3Iş—2r. 


. For the Nagyszentmuklos Treasure, see 


Mavrodinor 1943, espectall pp. 2ro-n. 


. Beshevhev 1963, no, i.]-IH, pp. 95—124; 


Beshevlicv 1954; Beshevliev 1071, pp. qo--qi. 


„John the Deacan 1958-74, voi. 6, pp, 1-3. 
„Controversy surrounds the marters ot date and 


patronape; see the descriptions ol the remains 
in Muate 1974, pp. 89-96, and Chilingiro 
1978, pă. 317, anl the Summary af the debate 
in Kraurheimer and Curcic 1986, pp. 318-206, 
409, n, 43, 


«For the cup ol Sin, see Beshevlies 1955, mith 


earlier hbliographrr 


Tate 19093. 


g. For examples discovered in and near Preslav, 


sec Wluater 1936, Akraboa-Zhandova 1968, 
Sehwartz 182, and Tito, “LâAteler de cera- 
mique peint, 19ă7, with references ro the 
man earlier studies, 


„Far painted ceramic prosluctien in the ernwl- 


rons ot Constantinuple, sce Mason and 
hlanigu 195. 


„For the Backovo ossuary, see Bakalova 1977. 
. For Saints Nichulas and Panteleirncan at 


Bojana, see the fundamental study of M ate 
1961 and the analysis by Chulingiro+ 1979. 
p. 340, with ample bibliographic references. 


“The Georgiana; by 5. Perer Cowc, 


PP- 


— 


NOTES TD0 THE ESŞAYȘS 


3374] 


«For bibhographical assistance with Gcorgian 


culture during this era, sec Assfalg ct al. 1975 
and Cuttier 1993 and for a general historical 
oeereie, Toumanoft 1966, 


„For the linguistic history, see Tschenkeli 1958, 


pp. X%, XIX—XUl. 


. Transliterations from the Georgian generally 


follow a modified version at that emploved in 
the Rewe des Etudes georgiene 67 CRUCASIEN NEI, 


. See further Braund 1994, pp. 73-21. 
. See Toumanoft 1963, pp. 33—144, and 


Charachicdze 1u71, pp. y—25; for the parallel 
phenomenon în Armema, Adonts 1970. 


. Pot the subsegquenr development ot he 


Georgian church, see Esbroeck 1982 and 
Martin-Hisard 1993 and tor its theology, 
Cuowe 1avă, 


. For an cart, relatively unembellished account 


ot the initial corersen, see Rulinus, Historia 
Ecclesiastica, bk, 1, chap. 10, and its English 
translation n Lives As Legends LO76, Pp. 5-10, 


. For a study of the pre-Christian religinus situa- 


tion in Georgia, see C.harachidze 1968. 


. Fort further information, see Metzger 1977, 


hp. 190—94, an Cowe 1092, Pp. 220-300. 


„ Lhis îs traditionally associated with the arrival 


ot the Thirteen Syrian Fathers in the mid-sixth 
centurt, For a translauon cf the vita of one of 
them, see Liv and Legends 1976, pp. 81-93. 


. Par an overeiew: GE this poeric and musical 


genre, see Boyce 1957. 


„ For the general influence of the Holy Land, 


see Cove 1984 and for its lturgical aspect, 
Tarchrushiili 1usu-—60 and Garite 18. The 
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27, 


monastic communities at Saint Babas's mMon- 
astery in the Judean desert were also important 
in the transmission oi texts from tareek and 
Arabic into &corgian. 


„For a recent consideration of the evndenee 


concerning, this, sce Mah 1996. 

See Constantine Porphyrogennetes 1949, 

pp. 214-243, 

For an abbremared form of his vata, sec Lives 
and LegenAs 1976, Pp. 134-353. Fur the preurse 
location of his toundanions, see Marrin-Hisard 
1993, p. 52, and Remriting Cautaţian History 
1996, p. li, and for their artistic significance, 
'Winficld 1968. 

These early tepika have not survived, but a later 
one prepared by Gregory Pakowrianos far his 
monastery at Batkovo gives a general impression 
of the daily round. For the Greek text, see 
Gregonus Pacunanus 1904, and tor the Georggan, 
Gregarnius Pacurianus 1971, Unforrunatel the 
Armeman verşion has not survneed, 


„The Sarberdi Miscellany has been highly val- 


ueil tor its redaction ot the “Canversion al 
Georgia,” of which an interesting earlier vari- 
ant has recenily come to hght in Sinai. For a 
prehrmnar; report on this, see Alcksidze 1996. 


„ Previously Abkhasia had formed the northern 


portion of the region of Lazika. 


. Far che regnal numeration, see Toumanoft 


1966, pp. 623, n. 1, 783. 


„The name S*ctiskhoveli refers to the “hfe-pring 


pillar” which, according to rhe foundation leg- 
end, formed the centerpiece of the original 
buikding, anct was of such prodigious dimen- 
sions that it was bcheved to have been divinely 
installed. For the churches" architectural 
sigrificance, see Beridze and Neubauer 1981. 


„For a phorographic reproduction, see 1 e 


Georgian Chronicie ag, p. 166. 

For a brcf treatment of this by ]. D. Frierman, 
scc Lang 1965, pp. 143-409. 

See D)javashvili- Abramisbwili 1986. 

For the ourpur of rhese figures, see 
Tarchnishwili and Asstalg 1955, pp, 1256-73, 
82-98, zor-10; Khintibidze 1978; Rayheld 
1994. PP. 46—qă, ş8-62. 


« Tarchrusteli and Assfalp 1955. pp. 21-24; 


Rayficld 1994, pp. 87-a. 

For an English translanon af the epic, see 
Shota Rustaveli 1977 and for a literary analysis, 
Rayfield 1994, pp. 73-86. Far the work's main 
Georgian antecedent, see Amiran-Darejaniani 
18, anul tor uts afhnuties wuh Persian romance, 
Vitramiani 1014. 

Pride in nanonal achievements during rhe 
twelith century îs also evident in the historical 
collecion known as the “Lite ot Kartli” For a 
recent discussion uf early redacuons of thus 
important *ark, see Renririnig (.Atcastan 
History 1996, pp. xix-h, and for its coverage of 
the period from the reign of Davit III to that 
Of Lamar, Georgian Chronicle 1901, 


“The Armenians,” by Helen C. Evans, 


pPp- 


$16 


35 55 


- Maksoudian 1994, pp. 24-29. 
„ Charanis 1963, pp. 27-28, 34-40; Kazhdan 


1983. 


„ Cxarsoian 1994, pp. s—13. 
«L. Jones 104; H. Evans, “Kung and Ponmrcer 


Bases” (forthcomunig,), p. 553, 


.H. Evans, “Kings and Power Bases” (forth- 


COMUNE), PP. 561-55, 


. Garsoian 1994. pp. 10-11; Ani 1984. pp. $, 


6, 11. 75. 


NOTES TO IHE ESSAYS 


“A 


. (sarsolan 1994, Pp. 10, 14; Charanus 1963, 
DD. 48-33. 
8. H. Evans 1994, pp. 60-62, Narkiss 1979, 
D233. 
g. H. Evans 1994, pp. 63-65; Taylor 1994, 
PP. 9I—103. 

o. H. Evans 1gya and 1942, pp. 16-21. 

1. Ibid., pp. 25-26. 

2, Ibid,, p. 28, 

3. Mathews 1991, pp. 186 -73. 

14. [der Nersessian 1963, pp. 1-72; Der Nersesgan, 
Armenian Manuscripis, 1973, Pp. 1—303 
Wiathews 1982; H. Evans 1990 and 1992, pp. 
49154; Mathews 1991, pp. 176-163, H. Evans 
1994: Marhews, “Armenian Manuscripr” 
1994; Marheas, “(Classic Phase” 1o9aq. 

15. H. Evans 1930 and 1992, pp. 22—25. 49-74. 

16. Ibid., pp. 84-88, 

17. H. Evans, “Kings and Power Bases” (torth- 

comun), pp. 3565-72. 
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“Chrustians in che Islamic East,” by 
Thelma K. Thomas, pp. 365=71 


1. The process of christianization began in Egypt 
ani Syria during the apcstolic period, in 
Ethiopia (from Syria) by the fourth century 
and în Nubia by the sixth century. The thir- 
tecnth century brought the loss of political 
autonom tor Christian communities through 
our the ear East. See Fowden 1993, pp. Ia0- 
120; for Nubia in particular, see Adams 1977, 
especially chap. 13, and O'Connor 1993, 
pp. 18-12; for Ethiopia, sce Baltimure 1993, 
pp. 33-42. 

2. See especially Fowden 1993, p. soft. 

3. Some polytheistic cults survived în the Near 
East and retained thcir own sacred places, 
nutably at Harran. Set Segal 1970. 

4. C). Cirabar 1987, especially pp. 43-71, 15 imter- 
esting on dehberate appropriations of Byzantine 
and Persion tradiLians in the Dome ol the 
Rock and in Umayyad adaptations of the 
grandiose secular architecture of Yemen. 

$. Weizmann 1970, pp. 325, 331—34, posits the 
contmuation of Icon painting in Greek monas- 
teries, as well as a Palestinian school centered 
in Jerusalem (which, although apparently 
influential in Egypt, has a distinctly different 
style). 

5. For general discussions of Syrian architecture, 
see Bell 1g8z, Momneret de Willard rgqe, and 
Wiiessner 1982. 

7. ]. Leroy 1864 provides the first and mast thor- 
cugh overiicw ot Syran Christian manuscript 
ilumination. E. Eringhausen anul Garabar 
1987, pp. 375-817, see Syrian and Mesaopota- 
mian (Islamic) trends in manuscript illhumi- 
NALION as 50 close as to arrant combine 
discussion, Erhart 1995, p. 95, points out 
inereasingh; negative Syrian Christian per- 
spectives on imperial Byzantiună. 

8, See Du Bourguet 1y7i and Zurich 1063 for 
wews af a progressively unidirecrional devel- 
opment of Coptic art which gradually aban- 
dons Greck tradmuons. For other explanations, 
sec Provudence 1989, pp. 31-88; Hunt, “Chms- 
rian-Aiuslini Relations.” 1ş8s; and Valbach and 
Latontaine-Dosogne 1968, pp. 3254-57. Persian 
influence 15 perhaps most noticeable in textiles; 
sec, for example, Geijet 1963 and Staufter ct al. 
1945. The continuation af Christian figural art 
in Egypt during the Iconoclastic controversy 
may be secn in such works as the seventh-ro- 
eighth-centur; painted book cover from 
Akhmim (Copric Museum, Cairo, 3852) and in 


the lare-e1ghth-cennurp wall paintings at Wadi 
es-Sebua, Lower Nubia. 


9. The imspiration from Samarra, especially stele 


IO. 


l2. 
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C (KE. Etunphausen and (rabar 1987, pp. 192-5), 
was not unigue to Dear Sunaru Or to Christian 
Fovyptian reliets, but is also found in numerous 
Islamic monuments in Cairo irom the ninth 
through the thirteenth centuries, sec R. 
Ettinighausen and Grabar 1987, pp. 182-201, 
Weizrnann 1570, especially p. 324, describes 
ninth- and tenrh-cenrure Syrian and Palestinian 
arts as reviralizing agents for Coptic and 
Nubian art, 

Examples of imparted. Incdhan cottons have 
been found at Fustat, along the Red Sea coast 
at Mons Claudianus and (Duseir al-(Qhadirmn, in 
Upper Egypt along the Nile at Antinot and 
Akhmirn, and stull farther south along the 

Nile at tdasr Ibrim and trebe] Adda in 

Nubia, Surveys are provided by Vogelsang- 
Eastwood rogo and Barnes 1994. This Indian 
trade network extended south along the east 
coast ot Africa and east as far as China, see 
Horton and Blurton 1938, pp. 11-23, and 
Whizcomb 199, pp. 25-27. See Giervers 1990, 
pp. 13-30, far the corron trade in Nubia and 
Ethiopia and Pankhurst 1974 for Ethiopia's 
relationship with India. 


. In Egypt, as in Syria, administrative power 


vas concentrated in ciues whule most ot the 
populanon hved in rural areas. Nor umil the 
eighth and ninth centuries cud Egipt receive 
its first Arab senlers, mainly Yemenites, and 
these were nomadic Redouin. A5 a conse- 
quence, Arabic only gradually came ro replace 
the îareek and Coptic (i.e., Egyptian) lan- 
guages. Coptic was retained for liturgical pur- 
poses. The adoption of Islam also proceeded 
gradualls, reaching half the population only in 
The rinth century, 

]. Leroy, Manuserits coptes, 1974, p. 113, 
identifies the second figure as Nubian despite 
the inscniption and garments, which appear to 
be mare tppical of Erhopia at this ume. The 
monophysitism of the Copuic Church allied 

t with Jacobites of Western Syna, and th 
Armeruans, Nubians, and Erhiopians. 


„ Weizmann 1970, especially p. 331. 
. Compare, for example, the Narreity wall paint- 


ings at Faras in Nubia with those ot Abu 
Sargah and Deir Synani in Egypt and wich 
the cigheh-ro-ninh-century Nativire icon at 
Mount Sinai (Weitzmann 1970, fig. 329). 


Caodlewski 1991, especially pp. 239—40, and 


Y'olbach and Latontaine-Dosegne 1968, 
pp. 361-862. 


„ Adams 1991, pp. 2537-63, 
7. 


Much ot this trade involved exotic items rom 
central Africa and highly pnzed Nubian pot- 
terv. On Nubian pottery production în gener- 
al, see Adams 1g8â and (Y'Connar 1993. 
Medieval Nubia's prosperity can be inferred 
irom examinatiori ot human remalns. see, for 
example, Gerven, Sheridan, and Adams 1995, 
pp. 468 80. 

Vantini 1976, especialhy pp. 20—23; Jakobielski 
1978, and Monnerer de Villard 1938, 


, Godlewsk: 1ggr, especially pp. 239-402; 


Michalorski rgâ7: Michalowski 179; and 
W'errzmann 1970. 
Warsaw, Aluzeum Narod, 2240364, 


„The inclusive program ot this church îs 


difficult to idenrify and surely does nat follom 
the icieal of Middle Byzanune church decora- 
uon set forth generally by Diez and Demus 
1931 and Demus 1948. One seriking difference 
here is the lack of framing to separate themes 


22, 


23, 


into liturgically significant units. Weizmann 
1970, especially p. 338, 15 unclear on the possi- 
ble lirurgical associatians af the decoratons at 
Faras. 

Only small tragments ot Chrast and the 
anchorite surle: see Michalonaski 1974, 

pp. 2385-22. 

It recalls the Early Christian emphasis on local 
church authority in such provincial capitals 

as fifth-century Rome and Milan and sixth- 
century Ravenna. See Jacobielski 1978, pp. 127—41, 
on bishops” portrauts at Faras. ]. Leroy and 
Leclant 1968, pp. 361-62, note a lack of New 
Testament (and, generally, bibhcal) scenes, dis- 
tinguishng Nubian from other medieval tradi- 
uons of church decorarion, 


24. Among such protorypes are the pre-Ican- 
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25. 


27. 


28. 


29, 


30. 
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34. 


aclastic panel icons representing the holy per- 
son's enveloping embrace (for example, the 
panel of Chrust with Saint Menas from Banat 

| Muscc du Louvre, Pans, E11563]). The multi- 
plicity ot such iconi images of protection — 
used for royal, governors, and hishops in the 
Faras frescoes— in church decorarion may be a 
particularly Nubian development. 
Martens-t.zarnecka 1982, especially PP. 71-74, 
discusses the continucd use ot crowns dernred 
from pre-Christan Meroiic Nubian tradinon. 
The excraoridinary range of textile parterns 1n 
the Faras frescoes may reflect the inlluence of 
imports trom India as well as from Byzanrium. 
Godlewski 1995, pp. 236—44, provides the 
clearest discussion of these phases, and also 
associates them wh developments else here 
in the greater Byzantine world. Agrecing with 
Wieitzmann 1970, Crodlewski sees more (optic 
influence during; the eighrh centurp and more 
Syro-Palestinian influence during the middle 
phase țthe nincth to the eleventh century). 

The face of Saint Stephen was apparentiv furst 
punted white and later repaired wath brown- 
ish gray mortar, Saint Kaau, an Egyptian mar- 
tyr from the Faiyim, 15 represented with light 
Skin. 

Untortunately, little 1 known of early 
Christian Ethiopian art, See especially 
Baltimore 1993, pp. 117—32, 

See Baltumure 1993, p. 139, fig, 83, tor the 
reliets carred an the altar at | .alibela. 

Yolbach and Lafontaine-Dosogne 1965, 

pp. 34+8-—72, discuss all four architectural tradi- 
tions. For general surrcys ot Ethiopian archi- 
tecture, see Gerster 1970; for Nubian church 
architecture, see Institut Frangais 1935 and 
1057, Deichinanu and Grassmann LOSE, arid 
Monneret de YVillard 1938; tor Egyptian church 
architecture, Set (Grossmann 1991, pp. 194-226, 
For Syrian church architecture, see Bell 1982 
anl Wfessner 1982. In contrast ta Syria, Egypt, 
and Ethiopia, Nubia seems to have had very 
fe monasteries, and che majority af its monks 
appear to have been Egyptian. 


. Gerster 1970, especially p. srfă. 
. Gerster 197a includes aerial photographs and a 


catalogue ot the best-kncnrn churches. Sec 

]. Leroy 1963 for photographs and tor architec- 
tural renderings with discussions of connec- 
nons to Armenian, Srnan, Egyptian Coptic, 
and Indian artistic traditions, 


+ Baltimore 1993, pp, 33-42, and Munro-Hay 


1991, pp. 196-213. Ethiopian Christianity was 
deeply influenced by Judaism. Other Semutic 
traditions were inluenced as well: ixeez, lor 
example, is a Scmitic language. 

After about the middle of the seventh century, 
however, Erhiopia lost control over rhe Red 
Sea trade, which had been a major source of 


economic and international strength, to the 
growing empire of the Arab dynastes; sec 
Munro-Hay 19y1, especrallv pp. y4-—103 and 
I7a—7$. 
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„For a basic introducnon te the Crusading 
movement, see Ruley-Smith 1995, pp. 1-65; 
Riley-Srmth 1987, pp. 1—178, H, Maver 1988, 
Pp. 1-274. Un the Crusaslers in the twrelith 
century, see Setton 1969-89, tol, 1, Runciman 
1951, YOl5, 1, 2, On ţhe Crusaders in the thir- 
teenth century, see Setton 1969-89, vol. 2; 
Runciman 1951, ol, 3. Cha Crusader art in the 
reltth century, see Fulda, A7t, 1v9s. 

. Lilie 1993, pp. $-28. 

. Small 1977, pp. 24—25. 

. On the Eastern Christian presence 1n che 
Cnasader states, see B. Hamilton 1980, 

DP. 15921, 3109-60, 

, Folda, A+7, 1995, pp. 40-42, 40-44, 87-90, 
Ş7—100; sec illustration on p. 390 and cat. no. 
264 îor an example of the erpe ot Crusader 
reliquare of the True Cross. 

„ Folda, 477, 1094, pp. 91-97, 1663-66, 3153-18, 

On the Franks in Cyprus, see Exdbury 1991, 
pp. I-14o. On che Fourth Crusade and the 
Latin Empire. see (ueller 1977; Brand 1965, 
pp. 222-693; and Longnou 1949, Wolff 1976, 
and Hcndrickx 1588. Un Frankash &zreece, sec 
Lack 1995, pp. 1-04, and Arbel et al. 1939. 

„ Kennedv 1994, pp. 98-18ș, Folda rpă2, 

Pp. 1906-10. 

„ Buchthal 1957, pp. 39-46. 

. Crusader trescoes found in a chapel dedicated 
70 Șaint Francis în the Kalendarhane Dai 
probably date from about 1250. See Striker 
IGĂ2. 

+ Buchthal 1os7, pp. 48-51, 54-63; D. Weiss 
1992. 

. Buchrhal ros7, pp. 68—93; Weitzmann, “Icon 
Painting,” 1966, pp. 51-83; Mouriki 1990, 
pp. 17-20; Mouriki 1985-86; Folda 1976, 
PP. 42-16. 

„The classic work 15 Enlart 1899, published 
in a ne translation in 1987, Sce also Folda, 

“ Crusader Art” 1905. 

„A basic introduction 15 given in Wallace and 

Boase 1977, pp. 208-285. 


“Byzantium and the Islamic East, by 


Pri 


T, Free 1983, pp, 173-74; Garsoian 1983, pp. 568-790, 
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. Tbid,, pp. s7-ș8. 

Goodman 1990, pp. 82-85. 
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Pp. 140-41, 
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(Jaddumi 1990, pp. 72—73- 

lerusalimskaia 1972, pp. 11—2+4, flgs. 11-12, 21; 
Martiniani-Reber 1992, p. 371; Goitein 1967 
and 1983, vol. 4. pp. 109, 113, 
Martiruiarit-Eeber gaz. Dus. 130, 132, 

PP. 195. 197. 


„ Canard 1942-47, pp. 185-92; Canard 1966, 


pp. 70-31; $. Stern r9sc, p. 244; Bloom 1985, 
E. şi. 

Qaddumi 1999, pp. 30-31. 

P. Sanders 1594, pp. i5—23. 

P. Sanders 1994. pp. 87-98; Canard, 
“CETemonIal 1951, PP. 396-408. 

Qaddumi 1990, pp. 9a-91. 
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pp. 1043. 
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“Tdhari 1001-4, vol. 2, pp. 381-382; al-Magaari 
L8$ș—61, val. 1, pp. 372—74; R. Hillenbrand 
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Vasiliev 190, pp. 218-139, 276-381; Ibn Tdhari 
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vol. 2, p. 347, al-Maggari 1854-61, vol. 1, 
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New York, Af-Andalzi, 1902, NU. 3. PD. 102—V7; 
New York 1993, no. 39, PB. 94-95. 
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New York, Af-Andalus, 1992, no. 9, pp. 208-3; 
New York 1993, no. 3ăa, p. 94. 
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.Oney 19â5, pp. 40-42, 188, figs. 34-—3t; Yerkan 


Ibid., p. 180, 


1972, Pp. 16c-—61, color illus. on cover. 
Gierichs 193, p. 80,pl. 9. 

(.. Hillenbrand 108, pp. 9-19. 

Al-Hassan and Hull 1986, pp. 10, 12, 15-17, 
42—49, 540, 
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NOTES To THE ESSAYS 


Dodwell 1993, pp. 8-10, vath important refer: 
ences to the Liber ponttfâicalis, Duchesne 1892 
and 157; Schlosser 182; Lehmann-Brockhaus 
1938. Lehmann-Brockhaus 1955-60, 


, Dodhwell 1993, p. a, n. sa. 
. Riant 1875; Setton 1974, Pp. 40-ș1. 
„See Baker 1973; Leyser 1973, pp. 26-63; Bryer 


1973: Howard-Johnston 1988; M. Martin 1988, 
pp. 201-14; and Loud 1988. pp. 21533. Fora 
discussion of Byzanune Silks as diplomatie 
pitts, see Mathesius 19092, pp. 237—48. 
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Thc Rus achieved a more prestigious marriage 
when Vladimir [, grand prince ot Kiev, per- 
suacled John I Tzimuskes ta let him marre che 
cmperors sister, the porphyrogennita Anna; 
Norwich muz, pp. 2420-41. For a recent assess- 
ment cf the role of Theaphano, see Katserin 

1 heophanu 1991 and [Davids ro9s. For an 
overvueiw of the marriages ol a number of 
members af rhe yzanrine imperial tamuly ta 
Larin monarchs and nobles, see Kazhdan and 
Wharton-Epslein 1985, pp. 17775, 257-358, 


- Dodwell 1g93, p. 8, citing the Liber poniificatis, 


Duchesne 1892 and 1957, vol. 1. p. 147. 


. Pans, Byzance, 1992, i. 282 llus.), p. 375. 
„DD, Rice 1966, p. 3. 

„ Doidwell 1993, p. 8, citing Schlosser 1892, p. 217. 
IG, 


The Ciospels ot (teo II, Mumch, Baverische 
Staatsbbhothek CIM. 4443, and the tsospel 
Lectionart, Walfenbiittel, Herzog-August- 
Bibliorhek Cod. 84.5 Aug, see Wenzmann, 
“Various Aspects,” 1966, pp. 1 16, Îugs, 28: 29. 
These 1vary rehefs are ieonographically and 
siliscicalhy similar zo the Mecropolitan Museum; 
ivory in the exhibition (cat. no. 101). 


. The cover ot the Krospels at Orta III. Scc 


ÎL asko 104, p. 10% (color), p. 110. 


Schramm and Mutherich 1931, no. 124 tilhus., 


PP. 43, 154, 316. Se also Muthesius 1992, p, 247, 
fig. î. 

Thuas work is no in the (leveland Museum ot 
Art isi.4qi, bee Ralavrezou-hdaxeiner, 
Byoantine Icons, 1985, Ol. 1. NO. 32, Pp. 124 
23 (bibl.), vol. 2, pl. 19, wherc a twelfih-eenitury 
date 15 proposed. A sumilarity with a steatite 
fragment in the Byzanrine Museuri, Athens, 
suggests an cariier daung, See Kalavrezou- 
Mazeiner, Byzantine Irons, 985, VOL. 1, n. 20, 
p. 110, voi. 2, pl. 12. he iconographic tepe 

ot the Ilevelard steatite, idenniied as a 
Dexiokrateusa by Kalavrezou, also may be 
seen in the mosalc of about 1920 n the nomh 
transept 6f Hosios Loukas, shown an Dermus 
1991, fig. 28. 


. Hildesheim 1993, vol. 2, no. Il-19, pp. 36-57 


(calori. 


. Dodhwcll 193, p- 161. A Greck inscription on 


ame of the paintings states that an image of 
Christ vas painred in 9ș9 by Theophylaktos 
tor a Greek presr named Leo. 


. For example, four late-tenth-century Eyzantine 


ar icons with bust-length depicuons of the 
Virgin Hodegetna were mounted oa Western 
covers preserved in Bamberg, Aachen, and 
Paris (respecrively, Lasko 1994, figs. 178, 

181; Paris, Byeasice, 1992, no. 161 [color]); 
CGaldschridt and Weizmann 1939, vol. 2, 
no. 124. Another late-tenth-century Byzantini: 
or, with che Crucifixiori, was incorporate 
into a Spanish book cover from Jaca before 
1085 (cat. no. 3oq). A fine Byzantine camec 
with a bust ot Saint Paul was mounted in 

the frame ot the Rehquary of the True Cross 
af Henry [I (9073-1024), which dares to 
1014-24. Sec Wentzel 1972, pp. 30-40, fig. 
42a: &chramni and Mitherich 1găr, no, 134 
(illus.), pp. 164, 353. 


Hildesheim va, vol. 2, no. Il-u7 (colar), 


pp. 52—54 (hibl.). 

Dodweell 1993, pp. 3-0, citing Lehmann- 
Ercekhaus 1938, nos. 2096, 2723, 2457, 2864, 
GI, 


Comnena 1969, Pp. 127, 128%. 
20, 


Madnd, Escorial, Cod, Aureus, fol, 2%; see 
Westzrman, “Vanous Aspects, 1366, p. 4, 
figs. 1-3. 


. Cologne 1983, vol. 2, no. Eat (illus.), Lowden, 


“Luxury Book” 1992, pp. 253. 255—56, lg, 3. 
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Pi 
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43, 


44. 


The manuscript contains a contemporary 
Latin inscription: “Scs Gereon Christi.” The 
miniatures have becn compared with the 
slhighriy later mosaics at Daphni. 

Lon, Byzantiure, 1994, nu. 186 [ulus.), 

PP. 131-$3. 

A. Grabar 19, pp. 7-26, fîigs. 1-4; Muthesius 
1992, Pp. 240, 242. 

[oara were ardered before roât tor the 
Cathedral ot Sant ' Andrea in Amalfi as cell as 
for the abbey church at Monte Cassino; Bloch 
1986, vol. 3, figs. s8—61, and ls. 26-27, 147- 
36 respectively. Ilie doors for San Paolo fuori 
le Mura in Eorme were ordered in 1o7a; Bloch 
1986, vol. 3, figs. 65-66, and Paris, Byzance, 1002, 
na. 238. he doors lor the Porta di san Clemente 
at the Basilica ot San Marco date to about 1oăo; 
Bluch 1486, vol. 3, fig. n. The doors for the 
Church 6€f San Sebastiano in Atrani ere 
donated în 1087; Frazer 1973, p, 140, fig, 4. Ihe 
doors ordered for the Cathedral ot Salerno 
may dare ta ro9g; Bloch 1986, vol. 3, gs. 
g6-—10$. See also Kleinbauer 1975, pp. 16-29. 
Bihalji-Merin 1558, p. 7, pls. r (color), 3-9, 

2 (color), 11, 12. 

Mercati 1956, p. 3it.; Kitzinger, “ Bozaniine 
Contributian,” 1966, p. 35. 

LDodwell 1o93, p. 9, cinng 1xhmann-Brockhaus 
1938, no. 2853. None ot these gufts are identi- 
hable toxdlar, 

Hyslop 1034, Pp. 3323-40, especially p. 330, 
fngrs. 1—3. 

|ernus 1059, pp 3-18 

Kutzinger 1049, pp. 269 92; Katziriger, 
*Byzamine Contributian, 1966, p. 39, fig. 14; 
Demus 19509, pp. 23-48. 


„ Kitzinger 1990. 
32, 
EEE 


l)emus 1959, pp. 91-48. 

Demus 1984, vol. 1 ftexti, pp. 31- 39, 106-215, 
fips. $-7; val. 1 (plares), pls. ș, 15-17 (all color). 
H. Maguire 1981, pp. 102, 108, fips. 95, 96. 
Buchthal 1957, pp. 1-14, pl. 1-3, London, 
Byzanrium, 1994, 10. 180, p. 164. 

[. Sevtenko 1984, pp. 117-370. 

Migne 134+-64, val. 149, cois. 896 and 1267, 
translanon from BOasc 1953, p. 97. 

Tea Byzantine twelith-century objects in the 
treasur, the Icon of Saint Demetrios | kitzsche 
1473, no. 2 [bibl.], p. 6, fig. 3) and the portable 
altar with an agate slab (Kizsche 1973, N0, 3 
|bibL.!, pp. 65-66, tig. 4! could have becn part 
ot chis gift. The alternative is that these objects 
might have entered the treasury during the reign 
of Orto IV (Holy Roman Emperor 1198-1208; 
d. 1218). 

The carlier date has been proposed because of 
a putative connectioii wat the Ortorian <rn- 
press Theophanc, the second date, because at 
the suggested replicanon of the pumpkin-like 
dome on the Cupola Reliquare, a Cologne 
vark ot aboui 1175-80 ui the Welfenscharz, 
Berlin, See Wentzel 1972, p. 8o, fig. 84, and 

A. Carabar 1957, pp. 2956-87. 

Perocco 1984, p. 6, anl Bettini 1984, pp. 39, 
+&. See also Dodwell 1993, p. 9, cinng 
Lehman-Brockhaus 1938, no, 2866. 


.Greanakoplos 1965, p. 45. 
42, 


Sec Dufour 1972, p. 79, hu refers to an cx- 
change of zuuds betacen Moissac and 
Tuthimtios I], the crreek patriarch ot the Holy 
Sepulchre, in 1038. This reference was provid- 
ed by Barbara Drake Boehm. 

he abbeș at Grandmonr had been given a 
Lriptych with a relic ot the True Cross in 1174 
(see cat, no. 29ș). 

Dodwell 19y3, p. 8, ctung Lehmann-Brockhaus 
1035, DOS. 26ă7, 2724. 


45. 


46. 


48. 


40. 
sa, 
SI, 
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„As suggested by Jannuc Durand in Pans, 


15, 


37. 


London, Byzanriar, I994, na. 197 țillus.), 

pp. 183—84. 

The icon has a metahwork and enameled frame, 
which bears an anonymous cpișrram that men- 
tors Manuc Lhsypatos, probabhy the ushop 
at Salonika | Thessalonike) from 1235 te 1261 
and the person who provided rhe frame 
shortly betore 1235; see Behing 1994, p. 333, 
fig. 201 (X-ray photograph). A Larin inscrip- 
tion en the reverse states that a certain John 
Cxaleacius ot Milan received the icon “trom 
the Emperor of the East?” Sec Athens 1964, 
na. 214 (illus.), pp. 2560-61; Wessel 1967, pp. 
194-968 (ullus.); Cologne 1984, vol. 3, no. H-69, 
pp. 1689-72 (color ius. p. 169). 


. Especially the Deesis relief in the south aisle, 


the reliet with tao standing male saints în the 
Cappella della Nicopeia, the Madonna della 
Grazia in the north asle, and the seatecd Saint 
Demenics, on the vest facade, ce Lerruls Io6a, 
pp. 122: 24, fps. 32, 34, 36; pp. 124 28, fig. 40, 
ard W/olrers 1979, na. 71 (ulhus.), pp. 30—32. 
The two coats of arms with three eagles are 
fund in che arrns of Worman/Frenckh, Er 
glish, and German families that datc from the 
vaclith to the fourteenrh century. Wirhout 

the tinctures, which are nussing, an exact 
denriticauuon remans clusive, L wash ro 
acknoweledge the assistance oi Helmut Nickel 
an Theo Margelony in thus search. 

Riant 1875, p. 1yz; Bischoff 1967, pp. 150, 152. 
Ruant 1375, pp. 208-9, 

Ibid., pp. 202-3; Frolow, Religue, 1961, N0, 427; 
Frolaw 196ș, fig. 13: Volbach, Sturoteca, 
969. p.8,fig. rr. 

Riant 1375, pp. 32, 206. Paris, Byzance, 1002, 
no, 168 (ulhus.), p. 258. 

Paris, Eyzance, 1992, n9. 236 (illus.), p. 321. This 
object once had a comer wath a representatiori 
Of Christ an the cross flanked bv the mourn- 
ing Virgin and Saint John and with busts of 
angels above. The borders ol the missing lid as 
well as ot the interior cross were worked with 
toliatecl rinceaux. 


Paris, Byzance, 1092, no, 248 (illus), pp. 33335. 


Byaance, 1992, p. 335, the style of the draperies 
recalls that secn an a monumental scalc in the 
trescoes in the mud-eleventh-century Cathedral 
af Saint Sophia ar Ohriă. This drapery style as 
sell as the techiique also is apparenr in mhe 
1mpressive mud-eleventh-century Byzantine 
rcpousse silver-gilt revetment for the large 
icon of Peter ani Paul in Novgorod; A. 
Carabar 1975, p. 23. pl. 111. 

Compare, tor example, the frescoes in he mid- 
wwelith-century church ol Saint Panteleimon at 
Merezi; 11. Wiaguire 1987, pp. 102, 108, fips. 
94-96. 

The staurotheke was given to the Cathedral of 
Limburg an der Lahn n 1827; Wessel 1967, 

Pp. 75-78 (color illus). 


58. This reliquary is now in the Museo Sacro della 


39. 


60, 


Bibloteca Apustulica, Yarican Cary, Int, nu. 
s86: Matt er al. 1o7a, illus. nos. 82, 4-88, 83 
(color), p. 173; C-avallo et al. 1982, no. 246, 
pp. 43-19. 

The Nativity, Baptism of Christ, Crucifiion, 
and Deposiuon. Eftenberger 1977, no. 17, 
PP. 37—38, pl. 10; Gauthier 1983, no. 68 (colar), 
Pp. 12021. 

There are yet other examples. Even so small a 
wOrk as a Byzantine cameo could have re- 
ceivedl its con Western mount, as did the 
blood-red Jasper cameo of Christ Pantokrator, 
in the Bibliothegue Nationale, Paris; Paris, 
Byzance, 1992, N0. 191 jillus), pp. 2801-82. 
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78, 


ga, 
ŞI, 
42. 


53. 


54. 
Ss. 
îB. 
57. 
88. 
49. 


JO. 
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LEX 


«The Cologne gold rebquary ot the True Cross, 
of about 1200 (Frolma, Religie, 1961, NO. 157; 
Frolow 1965, fp. 67), utilizes repousst fig- 
ures ot Constantin: anul Helena cut from a 
Ryzantine stauratheke of the type partially pre- 
served in Urbino (Frolow, Hefigue, 1961, no, 
qi; Frolow 1965, fig. s2; Gauthier 1983, no. 27 
[color], pp. 34-35). 

Cologne 1985, val. 3, no. H-3q (illus.), p. 17. 

. Frolow, Refigue, 19âr, no. ș22; Froloa 1965, 
tg, 82; Wessel 1967, no, so (ullus.), pp. 163-654; 
Kovacs 1974, pp. 44-45, 81; ixom 1095, p. 661 

+ Hahnloser and Polacco 1994, pls. XIII-XIV 
color], 

. Demus 198q, vol. 2. 

See the accounr ot the Ilohenstauften king 

Conrad II] (r. 1133-52) surmmarized by Cutler 

1981, p. 4ă. 

Ibid., p. 45. 

Weizmann 1934. pp. 89-91, figs. 1-4. 

Ibid., pp. 92-10, figs, 5=20, 

Mende 1983, pp. 37-39, î37, pls. 28-29, 

Id. pp. 94-10, 1064-67, pls. 152, 153. 

Ibid., pp. greu, 1609-70, plă. 162, 163. 

, Battiscombe 1946, pp. 4209-32; IYodiwell 193, 

pp. 26—27, fig. 2+ (color). 

Doxhwell 1993, p. 9. 

For exarnple, in Rome, the frescoes în the 

Lower Church ot San Clemente țeighrh cen- 

tury), the apsc mosaic im Santa Mana in 

Cosmedin (ca. 818), the apse mosaic in Santa 

Prassede (817-824), the mosaic in the vault of 

the Chapel ol San Zeno, also in Santa Pras- 

sede, anul Santa Cecilia in Irastevere. 

Oakeshoit 1967, pls. iq, 124, 127, 129. 

Weitzmanr, “Varicnis Aspects” 1966, pp. 14-15, 

fig, 25. Compare wuth the carher Ivory of the 

future Otto [I] and Theophano (cat. no. 327). 

Wolfenbiicrel 1959, pp. 70-88 (bl), fig. sr. 

For other comparisons of Byzantine sources 

and Reichenau manuscript illustrations, see 

Buchthal 1966, pp. +s-69, and Kahsnitz 1987, 

Pp. 9I-103, ÎIp5. 4, s, P=12, 

Weizmann, “Various Aspects” 1966, pp. 15-17, 

fig$, 27-30. 

„ Fol. 13 of the so-called Phocas L.ectionary, 

Constantinople, earlv elevemh century, 

Library ot the Great Lavra, Mount Athos; 

Weitzmann, “Various Aspects, 1956, fig. 20, 

Schrader 1072, fig. 3. 

Pala "Ore 196; no. 85, p. 43, pl. XIVII (color). 

While the central part Of the mosaic is mussing, 

the subject and composition are clear, sec 

Lazarides n.d., p. 34, ulius. 1ș (color). 

H. Maguire 1981, p. 66, hig. 65; Kitzinger 1990, 

îigs, 109, 15-18, 160, PS, XIX, XAT (color). 

Weizmann et al. 066, illus. 3s (color). 

Bloch 1986, val. 1, pp. 59-61, 65, vol. 3, fig. 1ă, 

Garrison 1953-62, val. 4, p. 265, fi, 2154. 

Mende 1983, p. 173, pl. 16 (color). 

G. Swarzenski 1901, 10. 90: “Meister Bertolt.” 

G. îwarzenski 1969. vul. 1. fig. 340; Mazal 141, 

0. 394 p. 379, hg, 30: the Antiphonary of 

Saint Peter, Vienna, Osterreichische 

Hationalhibliatrhek Cod. Ser. n. z70g0. 

Weitzmann, “ Byzantium and the West” 1975, 

p. ar, fig. 33, Berthold Missal, New York, 

Pierpon Morgana Library, Ms, ze, fol. roz. 

. Sauerlănder 1972, pp. 44143, pl. [1 (color), 

D. 35, pls. 130, 131. Stuttgart 1977, vol. 1, no. 

445 (bibl., pp. 323—24, vol. 2, fig. 244. 

Four Gospel, Cyprus or Palestine, [ate oxeitth 

century, London, Bush Library, Harley Ms, 

1819; London, Byzantitata, 994. Do. 194 (color), 

pp. 179-80. 

. For example, a rriptch produced in Acre by 
a French painter, mid-ihirteenth century; 
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ELE 
96. 
97, 


DY, 


GI. 


122, 


Lil) 


î— 


LO. 
„Chapter Library, Cathedral of Salerno; Saru 


RĂI, 


Pl 


10&. 


197, 


TOĂ. 


109. 


LILI. 


ITI. 


La. 


Weizmann 1963, pp. 187-858, fig. 11; Werternann, 
“Icon Pamting” 1965, pp. 59, 68, fig. 17. 

Licz and Demus 1931, pl. XrY, 

[lud., fig. oa. 

Mende 1983, pp. 97-98, fig. 80. 

Paia a'Oro 1965, no. 38, pp. 28-29, pl. xxx 
(color), and no. 82, p. 42, pl. XLY (color). 
(iucen Melisende's Psalter (cat. Da. 250] and a 
domble-sided can from a 'workshap 1n Acre, 
active in îhe mud- to the second half of rhe 
thirtecnrh centure; Weitzmann 1963, fig. 6. 
Wertzranm, “Yaris ASpects, 1966, £. 15, 
fig. 33. 

Archives, Cathedral of Bari; Barracane 1994, 
pl. s. 


. Alende 1983, pp. 94101, 164—67, Pl. 14. 
102. 
1O3. 


Cavallo et al. 1982, illus. 255 (color). 

Demus 1954, vol. 1, fig. 7, and frontispitce 
(color); Dodwell 1933, pp. 186-837, sus, 174 
(color, 

Mende 1983, pp. 111-20, 1790-84, pl, 209, 


1954, p. 13, pl. 11 (color). 

Pala d'Ore 196, pp. 23-29, pl. xxx (color). 
For other exaniples in the exhibition sec cat, 
NOS. 49, SI, 248. 

The Baprismi ot Christ and the Transiguration, 
ivary, South Iralian, Amalfi, ca. 180, Salerno, 
Musco del Duoma; Bergman 1980, pp. 63-64, 
Îig. 26. 

Snaabia (rcră Alsace — a. Hortus deliciarum 
(destroyed), Swabia (now Alsace). 
Hohenbourg, before u76-—ca. 1196, formerly 
Strasbourg, Biblothegquce de la Yille, fal. 1oor; 
Green tt al. zu, vul. 2, pl. 56; b. Fiabellum, 
Hohenbourg, late raclfh century, london, 
Bruush Librarp, Green 1951, p. Id, ÎlBS. 1, 3; 

«. Psalter, [hocese ot Constance, Ca. Lz48, 
Private coilecuion, Germany, Bober 1963, 
Pp. 42-43, pl. xxrva; Plotzek 1087, no. ș, 
pp. 77-5a. 

Panel from the carly-thuteenth-century 
hranze doors al the Carhedral ot Benevento, 
Campania; Mende 1953, p. 190, pl. 209. 
Gospels, Saxonr-Ihuningia, ca. 12305, Goslar, 
Rathaus;, Buchrhal 1975, pl, xl, fig, 27, 
Christ Washing the Feet ot the Apostles 

a. Byzantine examples: Ivory panel, elev- 

enth century, Berlin, Staatiiche Museen 
T'reussischer Fulturbesitz; Goldschmudi and 
W'eitzmann 1930, Y0l, 2, no, Tă, Atriuini Mosa- 
ic, Hasioa Laukos, ca, 1020; Dremus 1048, 
iluș. 23. 

b. Examples from the Latin West: Feeding 

the Multirude, the Lasr Supper, and Christ 
Washing the Fecr of the Apostles, ivory, Sourh 
Iralian, Amalfi, ca. 1089, Salerno, Museo 

del Duomo, Bergman 1980, p. 69, îg. 30. 
Pericopt Book of Saint Erentrud, Salzburg, 
rwelith century, Munich, Staatsbiblothek 
Clm. 15903; (Ga. Swarzenski 1go8-—13, pi. y, 
fig. 173. Gospels, Upper Rhime or Speyer, ug7, 
Earlsrule, Bacische Lamdestublorhek Cod, 
Bruchsal 1, fal. 28r; Engelhart 1987, illus, 

240. Crucifix terminal panel, îroni the Priory 
at Santa Scpoicro, Pisa, late rwelfth cen- 
tur, Miuseo Nazionale, Pisa; Weizmann, 
“Crusader Icons; 1884, pp. 166-67, fig. 30. 
Panel îrom the bronze doors of the Cathedral 
of Benevento, Campania, early thirteenth cen- 
tury; Mende 1483, pp. 18182. Manuscript Icaf, 
Wurzburg, ca. 1246-50, London, Briish 
Library Ms. Add. 17687-h, 

The Last Supper 

a. Byzanrine examples: Stoclet Pate (cat, no. 
28). Square panel, cloisonne enamel on gold, 
early terelitih century, Pala d'Oro, San Marco, 
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Venice. Four Gospels, ca. 1170, Athens, 
Narianal Library (od. 93, fol. 135+, Arhens 
IŞ&4, n0. 317 (illus.), p. 320. Mosaic, south 
transept, Cathedral of Monreale. 

b. Examples from the Latin West: Feeding the 
Multitude, the Last Supper, and Christ 
Washing the Feet of the Apostles, vor, South 
Italhan, Aral, ca, 1586, Salerne, huse del 
Duci; Bergman 1989, pp. 68-69, fig. 30. 
Tvory, North Îralian, ca. uroo; Randall 198, 
no. 231, fig. 30, Gospels, Emilian, teifth cen- 
tur, Nonantola, Archives ot the Badia Ms. SS. 
tol. 73%; Salmi 1934, p. 15, pl. 1* (calor). Panel 
by Bonanus ot Pisa from the bronze doors, 
1185, west portal ot the Cathedral ot Monreale; 
Mendc 1883, p. 177, pl. 204. Crucifix terminal 
pancl from the Pnory of Santo Scpolero, Pisa, 
late mirelfth century, Pisa, Museo Nazicmale; 
Wenzmann, “Crusacder lcons, 1984, pp. 1866-67, 
fig, 30. Panel from the broaze doors of the 
west portal, Carhedral of Benevento, Campania, 
early thirteenth centunș; Wlende 1983. p. 18, pl. 
z0g. Hortus deherarum (destrenpecd), Sroabia | Tu 
Alsace), Hohenbourg, before uzâ-ca. 1196, 
(formerly) Strasbourg, Bibhothăgque de la Ville, 
fol, 167%; îrecn et al, 1079, vol, 1 illus, 251. vol, 2, 
llus. 228. Ingeborg Psalrer, Northern French, 
ca. 1193-1250, Chantilly, lusce Conde Ms. 1ngş, 
fol, 23; Deuchler 1967, pp. 46—4ă, 13, fig. 27. 
Christ's Agony in the Garden 

a. Byzantine examples: Gospeli, cleventh cen- 
tur, Parma, Biblioteca Palatina Cod. ș, tol. 
gor:; Vieitzmanu 161, Pp. 236-37, hg. 11; 
Li«cnonari, cleventh century, Moune Arhos, 
Iorsrou Wlonasteny Cod, 587, tul. 6âr; 
Weizmann 1961, pp. 238-390, fig. 13. Mosaic, 
ca, LI82, Cathedral at Monreale: Lienuus, 
hyzantine AF, 1970, pp. 40 -4i, ip, qs, and 
Cutler 1987, p. 42, fig. 3. 

b. Exazuples from the Latin Wes: Hortus deh- 
ciarum (destroyed:, Swabia (now Alsace), 
Hohenbourg, before nze-—ca. 1156, (formerly) 
Strasbourg, Bibhorhegque de la Yille, tol. 138r; 
Green ct al, 1979, sol, 2, illus. 85: Pancl frorr 
the bronze doors of îhe west portal, Cathedral 
of Benevento, Campania, early thirteenth cen- 
ruty; Mende 1983, p. 182, pl. 208. Woltenbiitrel 
Model Book (cat no. 319), fos, Bow, 921, 93%. 
Fragment of a Psalter, Wiirzburg, ca. 1246-50, 
London, British Librarv Ms, Add. 17087 (1); 
Engelharr 1987, vol. 1, p. 123, vol. 2, ig, Bo. 


114. Christ's Descent from the Crass 


L. Christ bent aver with back în uppermost position: 
a. Byzantine examples: Central plaque from an 
ivore triptych (cat. no. 100); Panel from the 
bronze doors, San Paola fuori le Mura, Rome, 
ordered trom Constantinople, oz. Lory 
icon, cover of the Gospeis ot Abbess Adelaide, 
Constantinople, ca. 972, Treasure ot Saint 
Seratius, tuedlinburg; Gauthier 1983, no. 68 
(color), pp. 20-21. Diptych, steatite, early 
thirteenth century, Berlin, Staatlichc Museen 
Preussicher Kulturbesuz, Yienna 1977, n0, 30, 
pp. sur-rz, fig. 6. Gaospels (cat no, 252), 

b. Exazaples froza tbe Latin West. Panel by 
Barisanus of Itaru from the brouze doors of 
the west porial, 1179, Cathedral ot Raveila; 
Mende 1983, pp. 1564-63, pl. 1qq. Tabernacle ot 
Cherves, Limoges, ca. 1220-30, The Metrapol- 
stan Museum of Art, New York (17.190.738); 
New York 1906, PB. 299-302, 

2, Christ bent over Baciearal mizil LONO up! 

a. Ayzantine examples: lrory panel frorn the 
wing of a triptych (cat. no. 92). Fresco, ca. 
"&â4, church ct Sunt Panteleimari, Îerezi: 
Beckwith 1970, pl. 235. Enameled relquary ot 
the Îrue Cross or sraurotheke (cat. no. 34). 
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b. Examples from the Latin West. lvory plagque 
from a reliquary, Leon, ca. 1115-20, Masaven 
Lallecuar, Ohrucda; Xe York roz, NO. 11șa 
(1lus.). Antiphonary, Salzburg, mud-vaeltth 
centurț, Suftsmbliothek Sankt Peter, Salzburg; 
G, Swarzenski 1969, vol, 2, fig. 3ș1. Psalter 
OF Queen Ingeborg, Northern French, ca, 
1rgş—1200, Chantiliș, Musee Conde, fol. 27a; 
Deuchler 1967, pp. ş2—55, figs. 31, 109. Fresco, 
North Italian, Aquileia, ca. 1200, crypt, 
Carhedral of Aquileia, Dodwell 1993, p. 188, 
fig. 175. Evangelistary, Lower Saxony, early 
thirteenth century, Domarchree, Brandenburg 
O. sign, tol. s3. Psalter and Hours of the 
Vugin, Oxtord, ca. 1200-1219, London, 
British Library, Arundel 1ș7, fol. rov. Fresco, 
ca. 1220, Chapel ot the Holy Sepulchre, 
Cathedral of Winchester, Saxl and Wittkower 
1948, no. 4. Psalter, Diccese ol Constance, ca. 
1240, Prwate collection, Germany, fol. 93%; 
Bober 1963, p, șI and color trontsplece; 
Plotzek 1987. Panel from a crucifix, Iuscan, 
Pisa, 1230-40, Cleveland Museum of Art, ilus. 
an p. 448; Chang, and Steele 1996, illus. Panel 
from an icon (cat. No, 322B), 

Lamentation (Threnos) 

a. Byzantine examples: There are mo trescoes 
in addition to the Byzantine examples cited in 
Weizmann 1961 and Spatharakis 1995: Fresco, 
1164. (church at Sant Pantele:man, Nerczi; 
Kutzinger, “ Byzanuune Contribution, 1966, 

p. 30, fig. 4. Fresco, late reelfih century, Church 
of Saint George, Kurbinova;, H. Maguire 1981, 
PP. 104, 107, Îigs. 90, 101, 104. 

b. Exampier from the Latin Wes: vor panel 
veith Passion scenes, Venice, eleventh century, 
Y'ernher Collecnon, Luton Hoo Foundation, 
Luton, England; London, Byzantinzn, 1994, 
n. 137 [illus.), p. 146. Ivory panel, Venice, 
early thirteenrh century, The Metropoli- 
tan Museum of Art, New York (17.190.655). 
Fragment of an icon îneze, Siculy, thurteenth 
centurt, Musen Nazionale, Palermo; Beluing 
1994, P. 249, ilus. 1ș1. Panel from a crucifix, 
Tuscan, Pisa, 1230-1240, (leveland Mu- 
seum ot Art, illus. an D. +48; C.hong and 
Steele 1996, ilus. Panel rom an icon (cat. na. 
322C); Hortus delicranum (destroyed), Swabia 
(now Alsace), Hohenbourg, betore 1176-ca, 
1196, (formerly) Strasbourg, Pibhothegque de 
la Yille, fal. rşow; Careen et al. 1079, vol. 1, illus, 
239, vol. 2, illus. 215, Wolfenbiitrel, Model 
Book [cat. no. 319). Wing of a triptch, Acre, 
Master Of the Knights Templar, mid-thirteenth 
centuri; Weitamann 14763, p. 187, fig. 12. 

The Ascension of Christ 

a. Byzantine examples: Mosaic, cupola, late 
ninth century, Hagia Sophia, Thessalonike; 
Beckerith 1970, fişr. 162. Ivary triptych (cat. no. 
98). Erescu, vault, mid-eleventh centurț, Hagia 
Sophia, Ohrid; Beckunith roze, pl. 204. Panel 
from the bronze doors, San Paolo fuori le 
Mura, Rome, ordered from Constantinople, 
ro70. Templon with teast scenes, ca, 1120, 
Monasteri of Saint Catherine, Mount Sinai; 
Belting 1994, fig. 138. Ilomilies ot James 
Kokkinobaphus (cat nu. 62). Mosaic, central 
dome, ca. nâo-go, San Marco, Venice; 
Demus 1984, vol. 1, pl. ș (color). Lo enam- 
eled plaques, eleventh and earth coeltth centu- 
ry, Pala Oro, San Marco, Venice; Paia 
d'Oro 1965, no. 61, p. 31, pl. XXXUI (color), ani 
NO. 83, P. 42, pl. XLYI (color). Fragmentary 
cross with scenes iron tie Lite cf Chrast, Late 
raelfth centuri, Monastery of Saint Catherine, 
Maunr Sinai; Weirzmann, “Crusader Lcons? 
1984, p. 166, fig. şa. Iconostasis beam with the 
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doekaorton, late rwelith century, Monastery of 
Saint Carherine, 4lcunt Sina; YYenzmanun, 
“Crusasler Icons 1984. pp. 163, 166, fig. 27b. 
Eema fresco by Theodore Apseudes, 1183, 
Church of Saint Neophitos, Cyprus; Deuchler 
1970, illus. 245-46. Panel from an iconostasis 
beam, late rwelfth centuri, Monastery of Saint 
Catherine, Mount Sinai: Weitzmann et al. 
1966, us. 32. 

b. Examples from the Latin West. (Enthroned 
Christ Rising): Ivory piaque, South Italian, 
Amalfi, ca. ra8e, Musca del Duce, Salerno; 
Bergman Igăo, 10, 37, pp, 48, 63, 98, 127, 
fig. 38. Exultet Roll, Sourh Italian, Bari, ca. 
1300, Cathedral Archives, Bari, Exultet ]; 
Barracane 1994, pl. 1. [vor triptych, Amalfi, 
ca. 1100, Musee du Louvre, Paris; Bergman 
1980, pp. 145—+46, fig. 176. Panel by Bonanus af 
Pisa from the bronze doors, east portal, south 
sud, tcarhedral ot Pisa, ca. 8; Mende 1083, 
p. 73. pl. 165. Panel by Bonanus cf Pisa, from 
the bronze doors, west portal, Cathedral en 
Wionreale, 1185; Alende 1983, p. 178, pl. 205, 
Ivory diprych, Yenice(?), late melith-early 
thirteenth century, Cathedral Treasury, 
Chamber; Paris, Byaazce, 1992, No. 174 
(illus.), pp. 2668-67. Panel from the bronze 
dours, west portal, carly thirteenth centure, 
Cathedral ot Benevenro, Campania, Mende 
1983, p. 183, pl. 208. Insplaced leat, Hildeshcam, 
ca, 1250, Wolfenbiuttel, Herzog-August- 
Bibliothek Cod. Guelf 13 Aug. 20, fol. 6r; 
Woltenbiittel 1949, pp. 167—72, p. 171 (illus.), 

fig. şa. 


. The Transfiguration 


a. Byzantine example: Homilies of Saint Greg- 
ar Nazianos, Constannnople, 380-386, Paris, 
Bibiotheguc DN anonale Cod, gr, sro, fol. 7; 
H. Maguure 1974, p, 123, fig. 8 Ivory diptech 
(cat, 10. 91). Lectionarș, eleventh century, 
Mount Arhos, Dionysiou Monastery Cad. $87, 
fol, 161%; Bergman 19%c, p. 67, fig, 113. Icon for 
privare devotian vath an abbreviared iconc- 
stasis, eleventh centuri, Monastery pf Saint 
Catherine, Mount Sinai; Pelung 1994, p. 243, 
ilus. 152. Pancl from the bronze doors, San 
P'aolu Pur |e rara, Hore, ardered tron 
Constantinople, To70. Mosaic, ca. NGO, 
Church of the Dormitica, Daphni; Beck- 
with 1970, p. 120, pl. 218. Panel (cat. no. 67). 
Mosaic, ca. 1140—$0, C-appella Palatina, 
Palermo; Kaitzinger 170, p. 53, fu. 10. Fresco, 
rud-rmelfth century, Church af Saint Nicholas 
tou Kasnitze, Kastoria;, Fitzinger 1970, p. 53, 
fig. 9. Fresco, ca. 1164, Church of Saint 
Panteleemon, Nerezi; Kutzinger 1972, p. 53, fig. 
11. Panel îromn an icenostasis bear, Telith 
century, Monastere of Saint Catherine, Maunt 
Siria, Werzrnatini et a], 966, Llus, 20. 
Lechonary, tweltrh century, Wlounc Athos, 
Iveron Ms. 1, fal. 3osv; H. Maguire 1974, 
p. 124, îlg. 10 (cat. no. 59). lconostasis bear, 
last quarter af rwelfih century, Monastery of 
Sainc (catherine, Mount Sinai: Weitzmann, 
“Byzantium and the West? 1975. p. 52, îig. 24. 
Mosaic, ca. 1182, Cathedral of Monrealc; 
H. Maguire 1974, p. 124, fig. 9. conustasis 
beam (cat. no. 248). lconastasis beam th rhe 
Dodekaorton, late veelith century, Monastery 
af Saint tarherine, Mount Sinai; Weurzrnanir, 
“Crusader Icons," 1984, pp. 163, 164, fig, 273, 
Miniarure mosalc icon (cat. no. 77). Steatite 
diptrch, carly thirteenth century, Berlin, Staat- 
lche Muscen Preuseischer Kulturbesiiz (Sk. &. 
2721); Vienna 1977, pp. TI1—12, 10. 30, fig, 6. 

b, Examples from: the Latin Wes: lrory plagquc, 
Son Italian, Amalfi, ca. 1050, Museo del 
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LI9. 
120. 


121. 


az, 


123. 


24. 
135. 
126. 
127. 
128. 


Dyuamo, Salerno, Bergman 1980, pp. 66-67, 
fig. 26. Exultet Roll, South Italian, eleventh 
century, Cathedral Archives, Bani, Exulter, II; 
Barracane i994, pl. 13. Îvory book cover 
plaque by Renier ot Huyt:), Liege, ca. 
1100-1120, Paris, Bibhothegue de lArsenal 
Cod. lat. 1184; Cologne 1972, no. I-14 (ilius.), 
p. 288. Ivory icon (cat. no. 328). Florefte Bible, 
Mosan, ca. 11ş0-60, London, British Library 
Ms. Add. 17737-5, vol. 2, lol. 4; Cahn 19582, 
fig. 155. Panel by Bonanus ot Pisa from the 
bronze doors, cast portal, south side, ca. 1180, 
Cathedral ot Pisa: Mende 1983, p. 172, pl. 

177. Pancl by Bonanus of Pisa, bronze doors, 
Cathedral ot Monreale, 118; Mencle 1983, p. 
177, pl. 203. Ivory diprech, Yeniceţ2), late 
rwelfrh- early thirteenth century, Cathedral 
Treasiur, Chambery; Paris, Byzance, 1902, 
no. 174 (illus.), pp. 2665-67. Woltenbiittel 
“Model Book” (car, no. zi. Psalter, Diocese 
at Constance, ca, 1240, Privare collecuon, 
Germany, fol. g; Bober 1963, p. 44, pl. XIIIf; 
Plorzek 1987. 


. Weitzmann, “Varipus Aspects, 1966, p. 19. 


Id. 

Kutzinger, “Byzantine Contribution, 1966, 
PP. 34—37. 

Goldschmict 1914-26. vol. 2, nos. 18-20, 

pp. 20-21, pl. 7. 

Regardless ot the date of the more rehef wih 
the coronation of Romanos and Eudokia 
(Cabinet des Medailles, Bibliotheque Nationale, 
Paris), chese facts alone assure a tenth-century 
dating for the relevant Byzantine iwories. See 
Kalarezou-Maxeiner 1977, pp. 397—25, fig. I, 
and Cutler 1995, pp. 6os5-—10, fig. 1. 

Wixom 1964, p. 457; tor Byzantine stylistie 
influence on Italian manuscript illustramons, 
See Avres 1993, pp. 3-12. 

Kâhler rgq1, p. 70. 

Ibid., pp. 69-76. 

[lnd., pp. 79-84. 

Ibid., pp. 76-78. 

Wietzmann, “Various Aspects, 1966, pp. 20— 
23; Kutzinger, “Byzantine Contribution. 1965, 
Pp. 37-38; Weizmann, “Byzanuium and che 
West” 1075, pp. 55 56. 


129. Wenzmann, “Varus ASpecrs, 1966, p. 23, fig. 39. 


IÎ0, 
13 


— 


(32, 


IŞĂ. 
134. 


135. 


1760, 


37. 
138. 


L3G, 


See notes 21 and 4, above. 


. Scheller 199ș, especially nos. 8, 13, pp. 36-43, 


165-735. See also the sketch in the Gospel Book 
lent by Princeton (Cod. Garrett 7, ful. 1787), 
(cat. NO. 50), 

G, Swarzenska 1969, pp. 48-55, 91-95, 1098-22, 
144-458, Îigs. 171, 182, 202, 204, 339, 340, 345, 
347, 350, 395, 399, 404, 438; Boeckler 1924, 
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adventus (Lar,, “arrival”): ceremonial 
arrival and reception ot the emperor, imperial 
fiancee, bishops, and officials, or sainrs relics 


Agnus Dei (Lat., “Lamb of God” [John ::29]): 
concept and representation of Christ as the 
lamb whose sacrifice redeemed humankind 


akakia: purple siik purse carried bv the 
empetror On ceremonial Occasions 


Akra Tapeinosis (Gr., “utrmost humiliation”): 
depictian ot Christ after the Crucifimon, 
known in rhe West as the Man of Sorrow's 


amnos (Gr., “lamb”): central, consecrated 
portion of the Lucharisuic bread 


analogion, analogia (Gr., “readmg desk,” 
“bookstand”): lectern or stand on which 
scriprural or other books were placed 


anargyroi (Gr., “without money”): epithet 
of the healing saints, such as Kosmas and 
Damuanos, who performed cures without 
taking payment 


Anastasis (Gr., “resurrection”): representa- 
tion Of Christ bursting, the gates of hell and 
releasing; Old Testament figures said to have 
belicved in him before the Incarnation; the 


Easter image of the Orthodox Church 


anthemion (from Gr. anzhos, “flower”): orna- 
ment Of symmetrically arranged floral forms 


anthypata, anthypatai: wife or widow ot an 
anthypatos 


anthypatos, anthypatoi: provincial gover- 
nor; from the ninth century on, a rank in the 
official state hierarchy 


aspasmos (Gr., “kiss,” “embrace”): veneration 
of an icon by kissing or touching it, a practice 
officially sanctioned at the Second Council of 
Nicaea (787); sec also proskynesis 


ataxia: sec taxis 
augusta: empress, a title conterred on 
certain imperial wiwes 


Augustaion: main square of Constantinople, 
on which stood the Church of Hagia Sophia 
and the principal entrance to the impenal 
palace 


autokrator (Gr., “absolute ruler”): imperial 
title, used alongside desipnations such as 
basileus 

basileia (Gr.. “kingdom”): kongdom, empire; 
also imperial power and majesty 

basileus, basileis (Gr,, “king”): principal title 
ot the Byzantine emperor 


$69 GLOSSARY 


bema: sanctuary ot the Byzantine church, 
accessible only to the clergy 


bifolium: a sheet of parchment or paper 
folded to form two leaves or four pages in 
a codex 


Book ot the Eparch: tenth-century com- 
pilaton of rules governing the guilds of 
Constantinople 


boyar: member of the military aristocracy in 
Bulgaria and Rus 


Cappadocian Church Fathers: the tourth- 
century bishaps (later saints) Basil the 
Great, Gregory vf Nyssa, and Gregory of 
Nazianzos, whose authority persisted in 
medieval Byzantium 


catena, catenae (Lat., “chain”): compilation 
of quotations from theologians on partic- 
ular verses of the Bible 


Chairete (Gr., “Greetmgs!”): scene of Christ 
Meeting, the Marys in the Garden (Matt, 
28:9—10), named for the word of salutanion 


spoken bv Christ 


Chalke: vestibule of the main entrance to the 
Great Palace, Constantinople 


chiton, chitones (Gar., “tunic”): cunic, the 
basic element of Byzanune dress, worn by 
both men and women; clhitones varied in 
matenal and length 


chlamys (Gr., “mantle”): cloak worn fastened 
at the right shoulder or in the front; a stan- 
dard element of Byzantine court costume 


Chrysotriklinos (Car., “golden hall”): cere- 
monial chamber in the Great Palace, Con- 
stantinuple 


ciborium; canopy with a domed or pyrami- 
dal roof resting on four or six columns; also a 
vessel for holding the Eucharistic bread 


clavus, clavi: vertical stripe, often purple or 
gold, decorating, a tunic 


codex (Lat., “tabler” “book”): tpical form of 
both the Byzantine and the modern book, 
with folded bifolia grouped to form gatherings 
that were then stitched together and bound 


colobium: runic, usually sleeveless or short- 
slccved, longer than the chiron 


communion: the eating and dnnking, of the 
consecrated bread and wine; culmination of 
the Fucharistic te 


czar: Slavic equvalent of Greek basileus, 
(emperor); when used to indicate a Slawic 


ruler, it implies the claim on his part to the 
imperial title 


Deesis (Gr., “entreaty”): word used in 
medieval Byzantium for a representation of 
Christ flanked by the intercessory figures of 
the Virgin and Saint John the Baptist; since 
the nineteenth century, the conventional 
designation ot this image; see also Great 
l)eesis 


despotes, despotai (Gr., “lord” “master”): 
epither of the Byzantine emperor; also title 
of the official at the top of the state hierarchy, 
subordinate only to the emperor and 
CO-emperor 


Digenes Akritas: eponymous protagonist of 
an ep:c-romance, composed probably in the 
rwelfeh cennury from earlier material 


divetesion: long silk tunic worn by the 
cmpceror and certain court dignitarics on thc 
highest state Occasions 


dodekaorton (Gr., “rwelve feasts”): lturgical 
cyele ot the Twelve Great Feasts 


eidolon (Gr. “image”): in representations of 
the Koimesis, soul of the dead Virgin, depict- 
ed as a small figure, swarddled and nimbed, 
who is carried to heaven by Christ 


ckphrasis (Gr., “description”): formal des- 
cription, often delivered urally, of works of 
art ot other subjects, such as hunts, festivals, 
cities, and gardens 


enkolpion, enkolpia (Gar., “on the breast”): 
rehquary with a sacred image, worm at the breast 


epistyle: beam of the Byzantine templon 


eros, erotes: in Greek myrhology, god of 
love, frequently represented in Byzantine art 
as a chubby, winged child 


eulogia, eulogiai (Gr.. “blessing”): the con- 
secrated bread of the Eucharist as well as 
blessed bread carried away by churchgoers; 
pilgrim tokens thought to have amuletic and 
curative powers 


Exultet Roll: South Italian :lluminated litur- 
gical roll bearing the Exultet, the prayer sung 
by a deacon at the blessing of the Paschal 
Candle on Holy Saturday 


globus cruciger: lobe surmounted by a 
cross, svmbol of imperial power 


Great Deesis: representation of Christ, the 
Virgin, and Saint John the Bapust flanked by 
apostles and sainrs; see also Deesis 


hagiasma (Gr., “holy place”): often designates 


a miraculous spring, which was at times elabo- 
rated architecturally and housed in a shrine 
church 


hagias: sec hosios 


hegoumenos, fem. hegoiunenissa (Gr., 
“leader”: head of a monastic community 


heliakos (4ar., “exposed to the sun”): balcon 
or upper Hoor ot a house 


himation (Gr. “outer garment”): long mantle 
common in anticțuiti and in enedieval repre- 
sentations of Christ, the apostles, and the 
prophets; the dark cotton mantle worn by 
monks and Nuns 


homiliary: collection ot sermons arranged 
according; to the ecclesiastical calendar 


hasios (Gr,, “holy man”): sani, che ecpuwa- 
lent ot hagios 


icon (tGr., “image”: any image af a sacred 
personage,; the term 15 used today most otten to 
indicate a representation on a portable panel 


Iconoclasm: movement in the Eastern 
Ernpire that denied the holiness of religious 
Images; in the eighth and nințh centurics the 
use ot such images was prohibired 
Iconoclast (Gr. “mage-destroyer”): sup- 
porter of Iconoclasm 


Iconaphile (Gr., “image-lover”): opponent 
of Iconcoclasm; one who venerated icons and 
defended their devononal use 


iconostasis (Gr,, “stand for image”): parti- 
tion with doors and ticrs ot icons that now 
separates the bema trom the nave in Eastern 
churches 


incipit (Lar., “here begins"): formula that 
introduces a scriptural text; the page on which 
Lt appears is often given special decoration 


ivory classification: system devised in the 
19305 by Adolph Goldschrudt and Kurt 
Weitzmann to classify medieval Byzantine 
wories; the fie carepones, named fur per- 
ceived stylistic features or tor specific works 
within the categories, are the Painterly 
Group, the Romanos Group, the Triprych 
Group, the Nikephoros Group, and che 


Frane Group 


kanikleios from Gr. Panzkleten, “nk- 
stan”): keeper ai the unperial inkstand, a 
posirion afren held bi an influential ofhcial 


katholikon, katholikai (Car. “gencral”): 
mxlern term denoting the principal church 
in a monastic complex, usually dedicated ro 
the monasterv's patron 


katholikos, katholikoi (Gr. “umersal >: title 
associated with a bishop or archbishap, it des- 
1gnates the head of an Eastern Church, includ- 
ing, a Georgian, Caucasian Albanian, or 
Armenian prelate, as well as the Nestorian 
patriarch 


khan: (urkic, “supreme leader”): tirle used 
conventionally ro denore a pre-(hrstian 
ruler of Bulgaria 


knez: Slavic ruler, prurice 


Koimesis ((ar., “falling asleep”): death of 
the Virgin, the Orthoslox cquiwalent ot the 
Western Dormition; eventualiv one of the 
Tovelve (areat Feasrs af the hturgical cycle 


Kokkinobaphos Group: designation used to 
Identity manuscripts iliustraredi by the leading 
vrarkshop active in mid-mwelfrh-cennurY 
Constantinopie 


Komnenos (tem. Komnene, pl. Komnenoi): 
arisrocrarie Byzanrine tamily which csrab- 
lished the dynastv that ruled the empire from 
TOS until 1185 


koutrouvion, koutrouvia: small ampulla or 


fiask 


lectionary: liturgica] book containing, texts 
read at services, arranged according, ro the 
ecelesiastical calendar 


lite, litai (Gr. “prayer”): liturgacal procession 
held în connecnon vwirh the celebration ot 
ceclesiasrical feasts în Constantinople and 
other Byzanrine cities; also a pracession 
held in îhe annex of a Middle Byzantine 
church, hence the annex itself 


Liturgy: in Bvzantium, referred specifically 
16 the Eucharistic rite, often called the 
Divine Liturgy, ot which there wert mo 
Conscantinopolitan formulas —one ascribed 
to John Chresostom, the other zo Basil the 
Great 


locus sanctus, loca sancta (Lat, “hol 
place”): pilgrimage site, sancnticd by associa- 
tion with a sacred event ar a sans remain 


Logos (Gr. “word, “reason”): pre-Christian 
philosophical principle accepted by Early 
Chnstian theologians who identified Christ 
snth the Logos of Joan 1:r-8 and thus lnked 
the term with revelation and redemption as 
well as with reason 


logothetes, logorhetai (Gr., “keeper of 


records,” “administrator”): class ot high offi- 
cials, usually having fiscal duties 


loros, laroi: long scarf, especially rhe jeweled 
stole worn on testive occașions by the emper- 
Or or empress and, rarely, by certain digni- 
tarics; archangels attending, Christ arc often 
shown wearing, joroz 


Macedonian renaissance: now-debated 
term used ro describe the penod from the 
late nunth through the early elevenrh centurș 
characrerized by an extensive rewvival of 
classical culture 


Mandylion: the Hot Iowel, a miraculous 
image of Christ broughr trom Edessa to 
Constantinople in 944 


11 mă 


maniakon (Car. “necklace “torgque”): metal 


neck ring or collar, probably ot Scandinaman 
OrgIN - 

maniera greca (Ital, “Greek manner”): term 
originating în sixteenth-century Italy to char- 
acterize the Byzantine-imfluenced current in 
thurteenth-century Ltahan panel painting that 
had profoundly inftuenced the development of 
later Itahan and northern European painting 


maphorion, maphoria (Gr. “share” “cil ”): 
long shawl worn ercer the head and shoul- 
ders; wepical costume ot the Virgin, whose 
maphorinu was a prized relic enshrined ar the 
Blacherna Monastery in Constantinople 


martyrion: sce Passion 


martyriuu: Farly Christian shrine associatecd 
cither with an event from the lite at Christ or 
with the death or bural of a martyr 


Pass: sce Liturgy 


menologion, menologia: collection of saints 
lives arranged according to their feast days 


military saint: saint characterized and depicted 
35 an armed soldier 


narthex (Ur.. “stalk”): transverse vesnbule of 
a church 


nearai (Qr., “new |decrees]”): term for umpe- 
rial decrees, used with some frequency in the 

tenth century but less often thercatter; egut- 
alent of Lat. poveliae 


novellae (Lat., “new [decrees]”): see nearai 
oikos, oikoi (Gr.): house, household 


omophorion (Gr. “cape” “scart”): long 
white scart worn by a bishop 


opus sectile (Lat., “cut work”): technigue of 
Hoor and wall decoration tpicallv emploving 
marble plaques and inlays 


orans (Lar., “praying ): Early Christian pos- 
ture ot praver, standing and with arms Out- 
stretched, used rarely in the Middle Byzantine 
period except for certain images ot the Virgin 


orarian: narrenv lute silk stale warn bre a 
deacon while oficiating 


pallium (Lat., “outer garment”): stolelke 
garment worn by the Roman pope and 
bishops; equivalent of Greek omophorien 
and himation 


Panagia ((ar., “al-hol"): epithet ot the Virgin 


panegyris (Qr., “festival”): periodic local pr 
international religious and commerelal far 


Pantokrator (Car., “all-sovereign”): epithet 
ot txod as well as of the individual persons of 
che Trinity; designares the best-knava'n type 
ut image ot Christ, bearded and represented 
trontally, blessing with his nght hand while 
he holds the Gospel book in his left; a bust of 
Christ Pantokrator otten lormed the center oi 
Byzantine dome clecoration 


parekklesion: in medieval Byzantnum, 
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srandară designation for a chapel, rppically 
Joined to the side of a church or installed in a 
chamber on the upper story 


Passion (from Lat. pase): account Of a martyr's 
death anl the events that immedtately pre- 
cecte it; the equialent of the Greek mmaryrion 


Paterik, Pateriki: (from Gr. paterika, 
“[books about] the fathers”): Slavonic adap- 
tation of Circek term designating collections 
of hagiographic texts and ot sayings attmb- 
uted to monastic igures 


patrikia, patrikiai: wifc or widow of a 
PALrIRIos 

patrikios, patrikioi (Car., from Lat. patricras, 
“of patrician rank”): utle ot high rank con- 
ferred on most Of the important governors 


and generals in tbe ninth and tenth centuries; 
Its frequency diminished thereatter 


pendoulia: see prependoulia 


phelonion: capelike garment worn by a priest 
ar bishop, the Eastern counterpart of the 
Latin chasuble 


podlinnik (Russ., “true, “authentic”): 
painter's book 


prependoulia, pendoulia: jeweled orna- 
ments hanging from the side of a crown 


Prodromos (Gr. “precursor”): Saint John 
the Baptist, precursor of Christ 


proedros, proedroi (Gar., “leading person, 
“chief”): term designating a person of high 
rank, either cimilian or ecclesiastical; in the 
latrer case, a svnonym for bishop 


proskynesis (Gr., “prostration”): gesture of 
supplication ur reverence; prostration before, 
and more generally veneration of, icons; see 
also aspasmos 


proskynetarion, proskynetaria: conventron- 
al designation for a monumental mural icon; 
display stand of an especially venerated pro- 
cessional icon 


prothesis (Gr., “oftering”): the preparation, 
accompanied by prayer, of the bread and wine 
during the offertory of the Mass; table used 
during the rite 


protospatharia, protospathariai: wife or 
widow ot a prorospatharios 


protospatharios, protospatharioi (Gr. 
“first spatharior”): rank in the imperial hierar- 
chy initially reserved for a high military com- 
mander: used less frequently mn the eleventh 
Century 


protovestiarios, protovestiarioi (Gr. “first 
keeper of che wardrobe”): originally a high 
post for a palace cunuch; the title later lost its 
association with the emperou”s wardrobe and 
was conferred on many nobics and hugh- 
ranking dignitaries 
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pyxis, pyxides (Gr. “box”): in medievali 
Greek, generic term tor a small box; conven- 
tional designarion tor a cylindrical Ivory box 
made from elephant tusk 


rotulus, rotuli (Lat,, “roll” “scroll”: the 
scroll, the srandard form af book before the 
adoption of the cudex in Late Antiguity; in 
the Middle Ages, an archaic format used tor 
chancery documenms, lrurgical texta (such as 
Exultet Rolls), and, in one case, a richiy iilus- 
trated biblical manuscript, the Joshua Roll 


sagion: often refers to a cloak or mantle of 
a soldier or hermut; garment worn by the 
cmperar and members of several ranks of 
courtiers 


sakellarios (Gr., “treasurer”): tițle given to 
civic and ecclesiastical administrators whose 
functians werc primarily, but nat exciu- 

sively, financial 


Li 


schema (Gr., “form; “appearance”: cloth- 
ing, particulariy the habir of monks and nuns; 
also the monastic life 


sebastokrator: Byzantine title rppically 
bestowed on the emperor's sons and other 
relatives; awarded hy rulers of Byzantium's 
ncighbors in imitation of Byzantine usage 


senmurv: Sassanian mythological beast, 
often represented as the combination of a 
turd and either a dog or a lan 


soros (Gr., “tomb; “relic chest”): reliquary 
chest (or chapel), especially the t:o con- 
taining the Marian rclics enshrined in wo 
Constantinopolitan churches, the Blachernai 
and the Chalkaprateia 


spatharios, spatharioi (far. “swordsman”): 
originally a designation for a bodyguard; 
later an honoritic title of apparently litrle 
significance; see also protospatharios 


staurotheke, staurothekai (Gr., “cross 
chest”): reliquary made to contain a fragment 
of the 'True (.ross 


sticharion: long tunic th sleeves warn by a 


deacon and high-ranking Orthodox clergy 
strategos (QGr., “peneral”): in the Middle 


Ages, destgnated a military governor with 
financial anul judicial authority 


suppedaneum (Lat., “footstool”): foatstool 
placed before a seated figure, such as a ruler 
or sacred personage, or a platform on which 


such a figure stands 


sud (Arabic, “market”): marketplace in rhe 
Muslim East 


synaxarion: Church calendar with readings 
inchcated for fixed feast days, but no other 
text; also a collection ot briet hagiographica! 
texts 


tablion: rectangular or trapezoidal deco- 
rated panel attached to the edge of a chlamys 


taxis (Gr., “order”): Ierarchy ai ranks and 
institutions according to which the Byzantine 
state was urdered; the Church was arranged in 
an analagous hierarchy, and both mirrored che 
harmonious organzanon Of the universe, with 
its celestal powers ranged in a divine faxis; 
ataxia is the absence or opposure of taxi 


templon: in a Byzantine church, the screen 
scparating the nave from the sanctuary; see 
also epistyle 


thcosis (Ur. “deificarion”): in Byzantine the- 
ology, the goal ot humankind te become as 
much as possible hke God 


Theotokos (r., “txod-bearing”): Mother of 
Cod, epithet ot the Virgin 


toupha (Gr. “crest, “tuft”): originally a crest 
oc tuft decorating a ceremonial helmet or 
crown,; later the headpear itself 


Trisagion (Gr. “thrice-holy”): Byzantine 
term for the biblhical Sanctus (Isa. 6:3; 
Rev, 4:38), sung during the Eucharistic prayer 


typikon, typika: liturgical calendar ot the 
Eastern (Church, th instrucrions for each 
days services; document prescribing the 
organization and rules governing a 
monastery 


Virgin Blachernitissa: miraculous icon 

ot the Virgin with hands outstretched in a 
posture of prayer; housed in the Blachernai 
Monastery in Constantinople 


Virgin Eleousa (Gr., “compassionate”): icon 
ot the Virgin in which she tenderly touches 


her cheek to the Christ child 


Virgin Hagiosoritissa: icon Of the Virgin 
shown nearly in profile wirh hands out- 
stretched in prayer, often toward an image or 
embiem of Christ; the name alludes co the 
holy chest (Pagta soros) that housed a relic of 
the Virgin in Constantinople 


Virgin Hodegetria: icon of the Virgin and 
the Christ Chuld in the Hodegon Monastery 
in Constantinople with the Virgin holding 
the blessing, Christ, usually în her left arm, 
while she pounts ra him warh her right hand 


Virgin Kykkotissa: C.yprior variant of the 
Virgin Eleousa în luch the Christ Chiid also 
twists in the Virgin's arms 


Virgin Nikopoios (Gr., “bringer of victory”): 
images of this type feature a frontal bust of 
Mary holding a medalhon with a frontal 
figure of Christ 


vita icon: icon having a frame decorated with 
scenes from the life of a saint 


zoste patrikia (Gr., “girded [or girding] lady 
patrician”): lady-in-waiting attached to the 
empress, the sole specifically female rank in 
the Byzantine hierarchy 


Note: Numbers in boldface refer ro catalogue 
entries. Numbers in izatic refer ro compara” 
tive illustraticis, 


Aachen, 251; Charlemagne's tomb, icon, 436; 
Domkapitel, 460; 300; texule, 226 

Aachen-Burtscheid, Pfarre St. Joharnn-Baptist, 468; 
306 

Aaron, 372 

'Abbasid period, 365, 366, 367-638, 403, 403-6 

Abd al-Rahman III (Umayyad calph), 4os-9 

Abdera, 193 

Abel, 166, 167 

Abu fahosh, Hospitaller Church, frescocs, 392 

Abu Sulayman al-Manraji as-Sijistani, 18 

Abu Zayd and al-Harith, Adventures of, 428 

acanthus, 36, 38-39, 490; 4 

Acceptus (sculptor), 450 

Achaia, principali ot, 392 

Achmet Ben Sirin, Oneirokritikon, LB7 

Acre, 390, 445; MaNUscripis, 390 

Adam and Eve, 107, 127, 1$1—Ș2, 166, 167, 23435, 
342, 372, 392, 484, 157, 158 

Adelaide, Abbess, 442 

Adoratian of the Magi, 368, 472, 478; 315 

Adnanople: gpospels, 278, 351, 354, 3357-58; 239; pru- 
Cessional cross, ss, 56, 59-60, 64. 66, 69, Lis; 
23 

Aepean are, 267 

Agathias (poet), 26 

Agathonikos, Saint, 132, 134 

Aghtamar, Church of the Holy Cross, 3șa, 3ș2 

Agnes (wife of Alexios II), 191 

Agnes ot Pontou (iic ot Henry LI), 504 

Aznus Dei (Lamb of Lacul), 362 

Agony în the Garden, 444 

Agrigento, Cathedral, 398 

Akindynos, Saint, 122 

Alanja, Georgia, 340 

Albuiz, Saint, 225 

Alexander Îl, Pope (r. 1061-73), 470 

Alexander III, Pope îr. 11ş9-81), 438 

Alexander Romance, 399 

Alcxander the Grea, 207; ASKeNSLOrI Of, 227, 39%, 
422; 267, 201 

Alexandria, 21. 364 

Alexandroupolis, Greece, Ecclesiastical Museum, 
40; 7 

Alexios | Komnenos, Emperor (r, TO8I--1118), 6, 8, 
16, 24, 41, 49, 217, 252, 380, 436, coimage, 
216, 302; 147K 

Alexios [I, Emperor (r. 80-83), 11 

Alexios IV Angelos, Emperor (£. 12034), 390 

Alexios Y Doukas, Emperor (1. 1204). 390 

Alexios Homo Dei, Saint, orz 

Alp Arslan, Sultan, 1ș 

alphabets, 274, 278, 283, 324, 338, 351 

altar frontal, of Henry II, 459 

altarpieces, 490; ăith Passion scenes, 443, 449, 
qăi-tg: 3iz; Remaclus retable, 42 

altars: Gertrudis Altar, 73; portable, 73, 247, 398, 
459; 208 

Amalfi, 437, 445; dOOTs, 55; manuseripts, 446; 
plagqucs, 130, 446, 4091-92: 326, 327 

Amalric [, king of Jerusalera, 339, 456 

ambo (plaques), 449 

amphura, 258; 180 
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ampulla, pilzrim's, 169: ES 

Anastasia, Saint, 294 

Anastasios of Sinal, Saint, 60 

Anastasios the Persian, Saint, 460; 300 

Anastasis, 74. 97, T0$, 110, 120, 127, 144, 147, 152, 
166, 277, 305, 331, 342, 385, 392, 445, 445, 481, 
481 484 494; 34, 60, 63, 668, 74, 91, 93, 98, 
IIȘ, 230, 225, 254, 308, 317, 3t9 

Anatelia, 410; bonă, 168, 268, 400, 401, qili 
4272-23: 281; medalion, 1665; 114: MUTOr, 
424; 282; psalter, 83, 3600-61; 241 

Andalusia, Carrings, 421-22, 270 

Andrada in Elis, house ar, 197 

Andrei Bogoliubskii, Prince, 285 

Andrei, Saint, 47, 409, SĂ, 12324 132, 133, 41, EI, 
332, 343, 465; 14, 894 

Andronikos | Komnenos, Emperor (n. 1183-85), 191, 
313 

Andronikos II Palaiologos, Emperor (1. 1282-1328), 
217; COINagE, $03 

Andras, 4o 

Angelos, Alexios Komnenos, 94 

Anu, 276, 352. 358; Cathedral, 277, 352 

Ankara, La 

Anna (sister ot Basil 1), 282 

Anne (mother of the Virgin), 65, 88, 372 

Annunciation to the Shepherds, 148; 49, 944 

Annunciatiori ta the Virgin, 33, 74 97, 144, 305, 200, 
331, 358, 374, 463, 47071, 492, 495; 34, 9, 
113, 246, 324 

Antalya Hiuseuun, 269 

Anuech, 21, 366, 390; bowl, 255, qor; 268; Monastery 
af Saint Symeor the Stylite the Younger, 
366; Principahty Of, 389; reliquary, $6, 251, 
438, 480-861: 300: VVoridrous Mountain 
Monastery, 345 

antiphonary, 445 

antucjut art, 71, 143, 165, 257, 267, 104 

Anryerp, Museuri Mayer van den Bergh, 160 

Aphrodite, 191 

Apocalypse, 478 

Apollinaris of Ravenna, Saint, 296 

Apullomaos vf Tyana, 428 

Aposrles, the Tovelve, 43, 47, 72. 03 7724 137, 1504 
291, 302, 452, 490, 33, 78, 205, 297, 293B 

applque, 259 

Apulia, 436, 491; pancl, 452 

Aral, La 17, 2303. 339 365, 3667-68 

archangels, 77, 131, 208, 386; 12, 23, 26, 27, 66, 78, 
88, 201, 257 

Archppas, hermut, 118 

architecture: church, 21-34, 49; secular, 1943-09 

architrave, 39, 40ă; 5 

Arcthas, Saint, 134 

Aristotie, 17, 18 

Armenia and Armenian, 273, 27576, 278, 321 337, 
339, 35-54; cemetere teliet, ș6; Church ct, 11, 
351; gospeis, g1, 276, 352, 354, 358-60, 361-63, 
385; 239, 240, 242, 243; manuscripts, 126, 
1356-37; 238 

Arran, Georgia, 340 

Arsenal Eible Master, 305 

Arsen of Ig'alto, 34 

Arslan, Mahmud bn Muhammad ir (Dara, 428 

Artanuji, eorgia, 339 

Artsruni famuls, 352 

Artukid nasty, 403, 405, IL, 423 42, 428 


Ascension, $2, 708, 109, 144, 152, 305, 331, 445; 19, 
ŞI, 98, 22$ 

Ascension ot Alexander, 227-248, 199-401, 42223; 
155, 2457, 281 

al-Ashraf Khalil, 300 

Asinou, Church of the Panagia Phorbictissa, 
ÎTCSCARS, 112 5 LUT, 444 

Assar the Deacon, 345 

Atabeg, 340 

Athanasios, abbot ot Mount Athos, 24 

Athanasios țtheolagian), 24 

Athenais Eudokia, Empress, 138 

Athens, 40, 195; Agora Museum, 236; Benaku 
Muscurn, 41. 47, $9, 172, 173. 245, 249, 48, 
421, SA, 13, 23, 123, 274, 270; Byzantine 
Museum, 43, +9, 50, ȘI, 119, 124, 9, 15, 16, T7. 
678, 71; Church ot the Holy Apostles, 29-30, 
3o; duchy of, 390; Kanellopoulos Museum, 
58, 93, 121, 173. 249, 335; 22, 174; Little 
Metropolis, rehefs, 36, Nauonal Archacological 
Museum, 11$, 333; National Labrare, 105, io, 
[22; vesaels, 246, 261 

Athonite commuruties, 12 

Artalciates, Michael, 6, 16: house af, 97-98 

Augsburg, Cathedral, doors, 442, 443 

Autoreianos, John, 78 

Auxerre, Musee Saint-(ermalti, 224: 149 

Avars, 140 

Axurn, EChIopia, 371 

Ava Soluk, 193 

Avwvubid period, 368, 383, 300, 424 427 


Bachova (near), Bulgaria, Petritzos Monastery, 324 

Baden-W urttemberg, collections, 54 

Baghdad, 365, qoz; al-Madrasa al-Nizamiyya col- 
lege, 433; ManuscrIpts, 238, 402, 433; 289; 
Pacricrans MUll, 44 

Bagrat" III, ot Lheria, 339, 343, 344 

Bagrat' 11, of [beria, 340, 344 

Bagratid lamily, 339, 341, 348 

Bakchos, Saint, 168 

Halsamorn, Theodore, 8, 12 

Ralrimore, Md., Walters Art Gallen, 43, 92, 94, 97, 
IG, 102, 137, LBO, 234 245, 310, 360; IOA, 
IOB, 44, ȘI, $7, 84, 135, 1584, 241 

Bamberg: Cathedral, 247, 436; Saatsbibliothek, 
147, LG 

Banu Musa brothers, 40ș, 411, 428 

Bapusn of Christ, 97, 105, 144, 331, 358, 445, 472; 
59. ŞI, 225, 310 

Farbara, Sant, 201, 294, 307 

Barcelona: Museu Nacional art de Catalunya, 
454; 204: bluseu Tezuul i d Indumentăria, 414 

Farcas (scholar?, as 

Bardas Phokas, general, 19 

Bari: Cathedral, panel, 41; Exulet Roll, 445; icon. 
115, 275, 300, 397, 440, 44-86: 320, 
Pinacoteca Prominciale, 484: 320 

EFarisanus cf Irani, 445 

Barlaam, 242—43; 164 

Bartholomew, Saint, 88, 343, 35, 452, 464 

Basil (painter), 393 

Basil i, Emperor (1. 87-86), 14, 27, 28, 29, 43, 204, 
205, 242, 351, 352-353, 358 

Basil Il, Emperor îr. 9786-1024), 5. 7. 15, 18, 100, 110, 
217, 274 324 33940, 351, 436; COINaBE, 213; 
147 E 
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Rasșii the fârear, Saint, 6, 69, 70 Su 88, 10, N&-I[7, 
130, 170, 238, 305, 332, 372, 498; 121; Liturgy, 
297; Regulay, 23 
Dattles: Abydos, 19; Ayn Jalut, 392; Liorns at 
Hattin, 389; Mantzikert, 15—1&, 340, 353, 402, 
410; Myriokephalon, 16 
Batu Khan, 286 
Bayt al-Hiqmah, 18 
Bearus MANUSI PIS, 478-709; 313 
Bec, Abbey, 438 
Bela III, of Hungary, 275, 438, 442, 497 
Bellerophon, 400 
Belorus, 241 
Benedict III, Pope ir. Bss—să), 435 
Benedict, Saint, Regia, 23 
Beceni ucis, 478 
Heneventra, qqs; Cathedral, as; Fxulret Roll, 445, 
2469-70; 308; senprorium, 469, 472 
Bera (Pherrai), church, capilal, 39 
Berlin, 148, 154, 177, 212, 335; Kunstgewerbemuscum, 
160, 414, 4602, 503; LOȚ, 3414, 34IB, 341C, 
Museum fiir Islanusche Foanst, 411; Museurii 
Fir Spătanrike und Byzananische Kunst, 45, 
33, 141, 148, 153, 201, 244 4603 12, 218, 88, 
942, 99. 138, 167, zor: Staatliche Museen, 
râc: maatembliorhek, 382; 252 
Berlinghiere of Lucca (and sonsi, 436, ză 
Bern, Burgerbibhothek, şe2 
Beriward, shop oi Hudesheim, 466, 494; 305 
Rertha-Eudokia, Empress, $co 
Berzs-la-Xulle, +46 
Bethlehem, Church of the Natiity, 392; column 
paintings, 389 
Babi Shahr Banu, lran, 42 
hibles, oș, 97; și; Arsenal Pable, 390; Bible ot Leo 
Sakellarios, 83, 26, 87, 87, B5-00, 92, 428; da! 
Flarefle Bible, 476 78; 314; Oshki Puble, 339: 
with Saint Luke, 446, 47374, 478; ŞII: 
Winchester Bible, 448 
Bihnam, Abu Yusuf (scrihe?, 429, +33; 288 
Bithenia, 330 
Biachernai, Church af the Virgin, 27 
Black Mountain (near Antioch), 341 
Boilas, Eustathios, 64, 169 
Bojana, Bulgania, Church ot Saints Nicholas and 
Panteleiman, trescnes, 320, 324 
Bologna, 131 
Eoniface ot Mornferrat, 408 
boak covers, 67, 236, 465 
named: Graspels ot Abhess Adelaule, 442, 445; 
Gradual ot Henr II and Kumgundc, 435; 
“Precious” ospels of Bishop Bernard, 
735, 436, 466-638; 305 
cthers, by subiect: Chnst Pantokraror, 136, 175; 
834, (ohrist Panrokrator and the Virgin 
UOrans, 74, 88, 160, 162, 178; 41; Cruci 
+66, 479; 304, with military Saint, 303 
Back of Ceremonies, 183, TO0-Q1, 40? 
Book of the Eparch, 9 
Boris, khan ot Bulgaria, 25, 19, 274, 322, 323 
Borys, Sarut, 284, 310 
Boston, Museum of Fine Arts, 45, 494 
bowls, 256, 271, 400, 401 
others, by subject: Ascension of Alexander the 
Careat, Tâ6, 268, po, OT, 4, 422-234 
281; cheerah, 245, 264; 186; Copric monk, 
416, 417, 273, eaple, 416-17: 272; falcan 
and) lurs, 255. 257, 262; I84; BCOMEITIL 
rosette, 259; I8r; grifiin, 263; 185; honey- 
comb design, 220-—21, 220; horse anil rider, 
255, 401; 268; mwthological subjects, 223; 
presecntatian to a hunter, 255, 247, 261, 183; 
raptot, 257, 265, 187; scrolling rosetre, 260; 
182: share scene, 255, 256, 262, 267; 189; 
watcrbird, 2606-67; 188 
boxes, 505; cvlindrical, 72—74, 381, 424, 425, 426—27, 
4209; 33, 284: see Alo caskets 
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hracelers, 2434-44, 249, 318, 334; 1654, 174, hinged, 
244, 317, 31%: 218: Mold for, 317; 217 

Fratilo, Master, 2934-94 

Braunschweig: altar, 73; Burpkirche of Saint Blaise, 
treasure, 438 

BressaruHt, 224 

ErinrdIsi, CON, 217, 502: 339 

Erusa, 196 

Brussels, Musees Royaux d'âÂrt ct d lisroire, 224, 
462; 148 

Budapest, Magyar Nemzeri Muzeum, 187, 188, 210, 
303, 400, 497; 145. 209, 333 

Bulgaria anl Bulgars, 18-19, 22, 273, 274, 321-235, 
457 

Furgundţ, 446; buble, 446, 4732-74, 478; 311 

Bury Saint Edmunds, manuscript, 478 


Caesarea, 6, 350 
Caesarius at Heisterbach. 465 
Capereli, Antoni, bnshop, 345 
Cain anul Albac, 234: 157 
Cara, 3845, 388, 403, 407; Church ot Ahu Sargah, 
plaqne, 258; Church of the Virgin (al-Mu 
“allagah), 368; Geniza repositori, au 
Cambridge, England, Futzunlham Muscum, 136, 
48; 34 
Cambridpe, Mass. Fogg Art Museum, 114 
CAMCAS, TO. D861, 175, 17, 180, 292 
others, bt subject: Christ, 1735-76, 17%; 128, 129; 
Christ Blessing and inscription mentiona 
Emperor Leo VI. 17+—7$, 253; 126: Christ 
Enthrened, 77-78; 131, Christ Pantekrator, 
1753 127; Saint Gcorge and Saint Demeunos 
Blessed by Christ, 132; Virgin Blacheraitissa, 
17980; 134; Virgin ] laglosaritissa, 180; 135 
candlestick, 400 
canon tables, 93. 254 363. 370; 446, 240, 243 
Canterbury, 446 | 
Cathedral: frescurs, qe7, 448; straine glass, 454 
TNATNISCNIPT, 478 
reliqitare casket, 463-864; 302 
Canute, Saint, 223 
capitals, 39, 289; from Cathedral of Swiata Sotia, 
Rue, 288-809; 194; colonneric fragment, 36, 
35-39; 4 
Cappadocia, 31, 193, 186, 197, wall painting, 472 
Capua, 470 
Carohngian style, 296, 476, 504; Late, 448, 490 
carving, ro-level technique, 4o 
Caskets, 131, 222, 222, 233, 256. 200, 443, ȘI 
named: of Abu Mansur, 427, 409; Apostles 
Casket, 73, 222, 223; of al-Hisham IL 
4093-10, 470; Stuttgart Ascension casket, 131; 
Troyes casket, 131, 204-6, 236, 401, 441, 
44&: I4T; eroi Casket, qq, 152, 186, 756, 278, 
Lia, 230-351, 232. 234, 256, 443, 465. 504, 153 
others, by subject: Adam and Eve, 4a, 222, 
23436, 492; 157, 158; Cain and Abel, qq. 
234, 235 492; 187; Drunken Herakles, 
231—32; 1540, erațes and animals, şei; 
342; “Hippolyros, 231-312, 1544, 154B; 
Țoshiua, 44, 137, 152, 222, 228, 465: 152; 
mythological scenes, 206, 227-28, 246, ISI; 
Sorruwing Adarn, 234—36, 271; IA; wrar- 
at, 231—32; 154C; warriors anul daricers, 
44 233, 256; 136; warriors anl “mythologi- 
cal” figures, 44, 232233, 236; 155 
See also reliquary caskets 
Catherine, Saint, 277, 372 
Cavusin, Cappadocia, church, frescacs, 32 
Cfalu, Caruecdral, mosaics, 438 
cetamics, 25447, 260, 261, 271. 319 
Cerncos, Saint, $2; 19 
<hains, 296, 313, 499; 213; with birds and trees, 313; 
2734; suspension chans, 3134-15; 214B 
chalices, 73, 178, 294, 342-424, 426, 444, 457, 4538-59; 
230, 297; Chalice ot Abbot Suger of Saint- 


Ienis, 251, 434 4478: 206; Chaluee af 
Emperor ROTANAS, 71, 73, DOI, 253, 343; 3[; 
Chalce ot the Patriarchis, 162, 172, 300 th 
cucharistic inscriptia, 71; 32 
Chalke, Monastery, gospels, 104 
Charlemagne, tomb at, 436 
(_hairete: see Mares at the Tomb 
(Cars, LIȚ 
Chartres, 446 
cheetah, 264, 269; 186, 191 
Chernihiv, 31$; bowl, 271; bracelei, zi; Cathedral of 
Sainrs Bones and FHhb, 286, temple pendant, 
317 
Chersonesus (Ehersanesi, 280. 1001. 283, 290. 
100-301; 203; see glie EIÎUTSOTus 
childbireh, 16&; 114 
(Chios, Nea Wlone, 12; MOSaICs, 32. 144, 292 
(lvonat, 6 
Chonai, miracle at, 113: 66 
Choruares, Xlichaci, 188. 180 
Choniates, Niketas, 6, 16 226 
Christ, 49; Tă;, ANapeson, 124; ANcestors Of, 454; 
294; Anriphonetes, ș2; blessing, 58, 99, 174 
178, 204, 397. +99: 29, 126, 133, 133, 337; 
blessing and Virgin orans, 133; bust ot, 175, 
34: 28, 234; at UI Cross, 126 16: 73; 
cropaTung, râ2, 2034 209. 444; IAD; dictating 
scriprures, 1103 with disciples, 201; 138; as 
door to salhaLior, 431; Eruhraned, 27, 134, 
143, 1qa, 177: TXT, 11 Majesty, 302, 478; 258, 
3iș; Man ot Sorruws (Akra Tepeinosis), 125; 
ministri Of, 482; 318; as model of conducr, 
188, 219; nature ot, 338; Panrokrator, 25, 33, 
34, 68, 72,93, BE, 96, 136, 165, 176, 282, 343, 
353; 41, 834, 83B, [12, 127; placement of, in 
relanen to other figures, 71, 73, 81, 90, 118; 
scenes lrorm te ot. za, 1, 482, 402: ŞI, 32%; 
scated, 3âz; standing, S8, 176, 401; 129, 325; 
thrune of, 156; 103; anul the Virguri, 45. 96, p6; 
see als Deces, inchpidual events in (hrist's 
life; Virgin and Child 
Christianitv, 5, 11, 337 
(Christina, Saint, 372 
Chrises Body Prepared for Burial, 345; 23$ 
Christ Washing the Feet ot the Disciples, 445 
Chronicle, Madrid, of john Skwlitzes, 50-23 338 
(Church Farhers, Four, 1, 88 
Cilicia, 276, 351, 353. 354; BOSpels, 276, 344, 3601-63; 
242, 243; liturgy, 3536-57, 238 
Cirmabue, 382 
Citeaux, 446; MANUSENIpT, 445 
Cate, Monastery, relief, 4p1 
classical style, 153, 219—20, 227, 443. 449, SEE At50 
antique art 
Cleopatra, 191 
Clererologion of Philorheus, 6 
Cleseland, Ohio, Xluseum Of Art, 69, 72, 73, 99, 
103, 140, 164, 308, 385, 412, 448, 440 473, 
490, 402, 24, 33, 54. 354, 35B, 57, III. 255. 
2698H, 3II, 324, 327 
Cluny, 446; bible, 446, 4723-74, 478; 3II, 
Monastery, 43 
COINABC 
bronze, coun ot fdurb al-Din I-Lahaz II, 277, 
422; 230; mounted Warriors, 524; 343 
Byzantinc 1mperial, 213-17; 147 
gold: bezant blanc of Hugh I of Cyprus, 217, 
09, 403, 265: histramenon at Alexios ] 
Eomnenas, 135, 21317, 309, 503: LATE. Îus- 
tamernani i Basil [l, 213-177 1478; hista- 
nienon Cf Îsaac ] Kormnnenos, 2135-17, 53, 
I47H, hisramenon ot Nikepharos 1 
Eoranciates, 135, 23-17, 403: 1477; hista- 
menon ol Romanos 1Y Diogenes, 213-177; 
1471: bistamenăn cf Zoe ani Lhecudora, 
243—17: 147G; solhdus of Constantine VII 
Porphvrogennetos, 202, 213-17; 147D; 


solidus ot Justinian IL], 2123-17: 1474. 
solidus ot Lea YI, 202, 2134-17; T47C: 
solidus ot Michael III, 2134-17; 147B 
siher: ducale of Roger II of Sicily, 217, 402; 339; 
grosso ot Rame Zieri, 217, 5023; 340; 
miliaresion ot Romanos II Argyros, 135, 
21317; 147E; of Queen Rusudan ol Georgia, 
217, 349, 237, trachy ot Theodore | 
Laskaris, 399, 503, 266 
Calchis, 437 
Cologne: Cathedral, 246; portable altar, 72; Sankt 
Gerconskurche, psalter, 436; Schmitgen 
Museurn, şs;, Shrine ot the Three Kings, 449 
colunm paintings. 380 
Conrad [IL Holy Roman Emperor (r. 1138-32), 462 
Constantine (son at Michael VII), 188 
Constantine |. Armenian Farhoiziot, 363 
Constantune | the Great, Emperor and Saint 
(t, 3496-37), 11, 21, 60, BL, Dp2, 202, 366, 367, 
298, 463; and Helena, 201. 366, 267; 23, 40. 
301 
Constantine %, Emperor (r. 741-7$), [2, 26, 193 
Constantine YIl Porphyrogennetos, Emperor 
(T. 9435-50) 6, 8, 0, 032 33 tă 14 147, 
I$6, 75, lâq—Bș, 2023, 205, 216, 240, 244, 
251. 333, 330. 351 403, 407, 408; 140, 
COINIgE, 213; 147D 
Constantine VIII, Emperor jr. 1ozs-28), 7, 62, 
436 
Constantine IX Monomachos, Emperor (1. 1042-45), 
L2, 207, 210, +07; Lis 
Constantine X Doukas, Frperor (r. 1059-67), 62, 
78. 144 
Constantine the Philosopher (Cori), 5-19. 274, 
253, 324 
Constantinople i Istanbul), 8, 2i, 36, 173, 196, 390 
Adrianople Gate, ro7 
Augustanan Scuari. 106 
Baker Lduarier, Lu 
Blachernu (Church, qsc; starue of Virgin at, 47, 
66, 180 
Blachernai Palace, 183, 1Ş6 
Boraneiates Palace. 1gă 
ceramic workshops, 332 
Charta Monasterv, 41 
Christ Panrokrator (Zavrek Kulise Camil), 12, 23, 
23. 29, 29, 30 
Church ot Christ in Cora, frescoes, 44 
Church ot Saint Elhas LAtik Mustafa Pasha 
Lari! ză, 2 
Church of Saint lrenr, 227 
Church of the £.halkoprateta, 164 
Church ot the Hol Apostles, 27, 197 
Church of the Theotokos Chalkoprateia, 27, 332 
Church of the Virgin Peniblepros, reliet, panel, 
127 
columns ot Theodosios I and Arkadios, 240 
Farurmn ci Constantine, La 
(zolden (ate, 197 
Lolden Horn, 197 
Creat Palace, ș, răz, 196: Chalke Gate, 27, ro6:; 
Chrsotrikhnos, 27 
Hagia Sophia, 27, 28, 196, 266, 352; capital, 39; 
MOSAICS, 27, 47, 122, 187, LAS, 207, 397, 452; 
plagque, 142 
Hippodromr, 183, 284, 196 
Hodegon Monastery, icon, 138 
Kathisma, 183, ra 
Land Yalls, o6 
Lips Monastery (Fenari Isa Canui): icons, 
41-43, RA, 8B; plaquc, 42; reliet, 38 
Map, 294 
Mese istreet), Igâ 
Mun, 196 
Monastery of Sant Manna, 24 
Monastery oi the Pantokrarar, Log 
Monastery Gt the Prodromos- Petra, oi 


Monastery of the Thevtokus Euergetis, 2+ 
Myrelmon Church (Bodrum Cami), 286 
Myrelaon complex, 197, 208 
Palace of Romanos ] Lekapernus, 197 
Regaa (street), 19% 
sack GE, 390 
Saint George of Mangana, plaque, 450 
Stoudios Monastery, 23; MOSaICS, 47; 13; psalter, 
834, 86, 87, 94, 97, U8-99, 210, 261; $3 
Via Egnatia, 197 
Constantius IL, Roman Emperor (1, 337-651), 257 
Copenhagen, Nahunal Museum of Denmark, 4ăg, 
FAT, 40, 323, 334. 335 
Coppo di Marcovaldo, 486 
Coptic Church, 368, 359. 381, 417; 203 
Copts [Egwptian), 273, 277 
Cordena, Spain, Monastert of San Pedro, Bearus 
manuscript, 478-709; 31$ 
Cordoba, 403 
Corinth, 193, 195, 196, 197, 255; Ancient Corinth 
Archacological Museum, 256, 257, 261, 252, 
267, 268, 271. 183, 184, 189, 190, 192; 
appliquc, 245; bowl, 255, 256, 257, 260, 261, 
262, 267; 182, 183, 184, 189; CETArTILe, 216, 237, 
261, 271; dlish, 254, 256, 268, 249; 190; map, 
197 
CONIC facings, 44, 323, 3290-30; 223 
Coronation of the Virgin, 475 
Corporal Works ut Mercy, 476, 477 
Cortona, plaque, 466 
COSELA CELKȚUADE CTOS5, 455 
Councils: f 744. 273 0F 21ș, 184; GE Chalcedom, Ti, 
276, 341! Of tduinisezturn, 12; Second, ot 
Nicaea, 27, 33 
L.rac des (hevalicrs, 330 
Crimea, 273 
CrOSSeS, 37, 60, 7, 122, 162, 442, 455, 497: 2B: altar, 
36; îLOSeniza Lross, 174; Dagmar CrQss, 171. 
72, 174 304, 438, 4098-09; 335; glorifică, a8s, 
255; Cireek and Latin, şș; leaf-bearing, 37; 
with Passion scenes, 448, 449; Vicopisano 
Reliquary Cross, 332; Y-shaped, 49%; sez also 
pendant CrOSSeS, pracessional CrD5se5, reli- 
Cjuary Cross 
crowns: Crown at Constantine |4 Monomachos, 
160, 162, 164, 210—2, 422: 145; Crown at 
Saint Stephen (Hungarian Crown), 164, 156, 
172, 187, 188; at Frederick II, 497; imperial 
CTON, ȘOI 
UTUCIĂLI OT, 33, 65 7 77 70, 81 98, Id, 14%, [51 
158. Lâ3. 104, 16, 170, 172, 74, 202, 331, 432, 
334, 347 344, 372. 200, 308, 448, qi, qi, 475 
+80, 451, 481, 488, 4ăg, 491, 30, 4, 37, 32, ŞI, 
92. 96, 97, 104, NO, 119, 120, 121, 123, 124, 125, 
206, 207, 225, 243, 264, 295, 304, 313, 317, 
322, 323, 326, 335 
Crusacders, 3, 13, 1, 169, 273, 278, 354, 499; art at, 
IRU 484 
Crusades, $, 10, 11, 128-200, 210, 278, isă. 38, 380, 
437; Fourth Crusade, 16, 88, 97, 145, 166, 
278. 341, 354. 390, 44, 460, 48. 494 
CUp5. 222, 2352-53; 177, 178 
Cuthberţ, Sairaţ, 433 
Cyprus, 278, 390, 445; Ilagios Chrysostomos, Îres- 
UDES, 40; ICONIS, 73, 74, 75, 263; KyEkos 
MĂ CASETE, 113 
Cyril ot Alexandria, Saint, 286, 237 


Lhacians, 321 

Dagrar, lanish quceni, 498 

Damascus, 36, 366, 403; Direcrorate baencral cat 
Anticpuitiea anl Aluseums, 386; 257, Lareat 
Mosquc, 366 

Damian, Saint, 49, 60 Î0. 139, 202: 13 

I)amierra, gospel, 368, 36g, 370, 380-831, 385. 429; 
2ȘI 

aNcers, 207, 210, 233; 156 


Dandulu, Enrico, doge, 251 
Taniel, 372 
Danishmendids, 16 
Daphni, Church at the Manaster,, 12, 37; capital, 
280; MOSaics, 25, 32. 33. 49, 144, 292, 444, 
ăi 452, 455 
Darmstadt, Hessisches Laulesrruu seu, 227, 24: 
II. 157 
Iau 86, ici, to, 127, 1-67, (88, IO, 2400-42, 
372, 392, 393, 400, 454; 294; annointing of, 
gă: life of, 207, 301 
Davit III (Aghmashenebeli), of Georgia. 340 
Davit Rourepalates, prince ot Georgia, 339; tomb 
slab ot, 33y 
al-IYala Abu Sulayman Da'ud, Rukn, Lurkoman 
nule, 422 
I)eesis, 43, 47, 52, 00, 64, 66, 67,73, 06, 131, 123, 135, 
136, 144, 165, 298, 345, 346, 355, 348, 377, 436, 
412 467, 494, 498; 24, 24, 26, 26. 78, 79, BO, 
82, 234, 248, 305, 330, 335 
Demetrios Of Thessaloruke, Saint, 10. 77, 79, SI, 122, 
123, 120, 134, 138, 137, 15745, 100, IL? 
158, 159, 178, 243, 292, 300, 341, 346, 372, 403, 
+90, 36, 69, 80, SI, 103, 107, IO, 116, 107, 134, 
203 
Denmark, 495 
Deposition, 81, 146, 154, 348. 382, 445, 488, 493, 40, 
92. LO, 235. 252, 322, 329 
Desiderius. Abbot, 470 
Iuakones, John, 438 
Didymoteshon, Greece, Archacological Collection, 
38; 4 
Îhpenes Akritas (epic), LL7, 198, 271, 407 
Dijon. 45; Bibliothegque Municipale. 446; Musce 
des Beaux-Arts, 236 
Inuclenan, Roman Emperor (r. 284-305), 2909, 446 
Inomysios Of Alexandria, 238 
Dionysos the Arcopagite, 24 
Dionysos, 186, 196, 158 
Dioskorides, De materia medica, a. 237-348, 402, 
408, 410, 4209-33; 161, 288. 289 
diprechs, 129, 4584-80 
consular, 204 
others, by subiect: Crucikaron and Depositon, 
126, 14647, 14%, 445; 92; scenes romi life 
at Christ, 1444-46, 445, 446, 402; QI; 
Twelve Great Peasts, 148 
Duplo wases, 115 
dishes, 2&9 
subjeces depicred: cheerah hunting, 256, 267, 
260; 191; Davud Bartling a Lion, 220; gar- 
den animals, 265, 256, 268: 190 
Diyarbakir, manuscript, 411, 427-28; 286 
Dhomuuc Laoricatus, Saint, 463 
doors, 55, +43, +44; Bronze Doors ot Bishop 
Bermaard, 468 
Dormition of the Yirgan: see Koimesis 
Doxupatres, Neilos. 4 
dragon, 202; 196 
drawings, 464; with Chris Panrokraror, 96, 448; 
IE, ŞO, 309, 410, 315: see ao model books 
Dresderi, 145, 137; isriitus cpr, 143. 231, 471 
+72, 478, 479, 402; DO, 154, 154B. I34C 
Ducria, 397 
Duiri, 337 
DDurhari, Cathedral, 43-44 


cagle, 22425, 416; 272; double-headeri, 32627, qir, 
4-13; 2208B, 270 

earrinas, 212, 24344, 243, 246, 206, 308-9, 316, 
334, 335, 418, 419, 420, 421-22, 499, $03; 
16$B, 166, 210, 211, 274, 277. 270; hasket, 244, 
246, 308, 415, 419, 168, 169. 2758; crescent- 
shaped, 247, 439, 3503-4; 171, LA, 34IB; 
garlic-shaped, 418, Ig; 2754; from “Gisela” 
Treasure, 459, 4034; SALA, 34IB; frcmi 
Presiaw Treasure, 244. 323. 233, 43435, dz: 
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228. irom Tiberias Hoard, 418, 420; 27%; 
xnth the Ytrgin and John 1 Tzumiskes, 244, 
421-22, 5033 167; see iso jewelry 
Easter, 384 
[chternach, gospels, 436, 444 
Edessa, 366, 389 
Edit ot Milan, 337 
Egypt, 365, 3607-68, 300; bowl, 416—17; 272, 273; 
chalice, 251, 435, 4547-58; 206; EarTINBs, 246, 
308, 478, 419, 420; 275A, 2758; Mantiscnpts, 
428-293; 287; pendant, 398, 407, 20-21; 278; 
Tg, 418, 410 20; 276; see alio Sina: 
[korime, Saint, zar 
elephant, 414; 271 
Eljah, Prophet, so, 66, 88. 130, 133, 327; 16, 221 
Elzabcrh (mother of John the Baptist), 83, 372, 
443; LI, 308 
enărmueis, 163, 747, 210, 347, 408. 438 ara Ai 44, 
445, 456, 407; 28, 20, ŞI, 32, 34, 37, 38, HI, 42, 
IG7, 108, 109, IO, EI, II2, II3, 14, TI5, 116, 
II7, I2I, 122, 125, 144, 146, 165, 166, 167, 170, 
175. 177: 178, A, 210, 201, 215, 213, 214, 226, 
227, 228, 220, 234, 236, 278, 281, 205, 301, 335, 
341; Beresturd-Hope Cross, 334; purtat uf 
Michael VII Doukas and Maria of Alania, 
34â; Wirtelsbach enamel, 45 
England: manuscript, 447; psalter, 72, 114, 445. 
446 454 474-735, 479; 312: reliquary casket, 
463-64; 302 
enkolpia, 162, 164, 170, 178, 302, 304, 342, 438, 407, 
+99, IT, 120, 333 
CTo55-shaped, 170—71, 173, 301, 302, 3034, 305, 
499. T21, 205, 206; with Crucifixion and 
the Virgin Orans, 1790-71, 17273, 301, 302, 
304 499; 121, 123 
domble-faced, 16ş, 172, 243, II2 
quatrefoul, 162, 164, 179, 301, 342, 497; 109 
cl Saint Demetrias, 160, 161, 162, 1467-65, 169, 
174, 292, 497, 4958, 499; I6, II7 
Gt Saint Demetrios and Saint Nestar, 160, 161-62, 
164, 1869, 174 178, 202, 44. 497; 108 
others, by subject: the Anastasis, 127, 157, 340, 
342, 497; 230; Crucifixion, 80, 174, 498, 
499; 125; military saints, 172, 1734-74, 304, 
499; 124, Virgin Hagiosoritissa, 165-606, 
332, 348, 441, 497; 03, Virgin standing, 
163, 332—33. 4097; 226 
enkomia, 242 
Entombmenr, 158, 348, 401; 105, 235, 326 
Entry into Jerusalem, 144, 142, 153, 305, 427; ŞI, 98, 
90 
Ephesus, 3, 193, 794, 195; Church of Saint John, 193 
Epiphany, 120 
Episkopu, Greece, Church of he Dorminan, fres- 
COES, 49-$I, 118, 410; 15, 16, I7 
epistyle, 121, 145 
ICONS ON, 12022, 127, 147, 167, 445; 68: Vth 
AnastasIs, 120-22: 688: wuh Peniecost, 
[20—22; GBA 
Erevan, Matenadarani, 97, 121, 354, 3062-63 
erates, 230, 233, S04, 342 
Esztergom, Hungary, Cathedral, 81; 40 
Erhiapaa, 365, 3760-71 Church of, 277 
Eucharist, 34, 49, 73, 197, 201, 292 
Eudakia, Empress, 42, 43 
Eudokia, Sant, 42; Sk 
Eugenios, Saint, ȘI; I7 
Eusebias ot Caesarea, ș, 93, 334 
Eustathias, Saint, 79. 134 
Eustathios ot Thessalonike, 24 
Eusiralas, 134 
Fvangelists, the Four, 71, 73, 38, 91, 92, 93, 169, 
17172, 344, 358, 394, 394, 463, 484; 122, 260; 
see ale Martie, Mark, Luke, John 
ewer, vath mythological subjects, 220 
Exultet Roll, +45, 4009-70, 472; 308 
Ezekiel, 8, 372 
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talon, 262; 184 
Faler, (drdelato, doge, 438 
Faras, Nubia, terear Cathedral, frescoes, 27, 370 
Fatima (Alis vre), 427 
Fatimud pericul, 247, 308, 368, 38g, 403, 407-ă, 
4116-21, 504 
Feast of Orthodox, 27 
Feasts, Taclec Ezreat, 120, 144, 14748, 153, 15455, 
377; 01, 248; see ast names ut îcasts 
ferite, 166; 114 
Fiesole, Wlusea Bandini, 301 
fiual, Toq, 212, 246, 249, 408. 173 
Aaor tiles, 323, 1310-37; 224 
floral motii, 236; 150, 105C, 195D 
Florefte, Belgium, bible, 476—78; 314 
Florence, 73; Bargello, 224, 414, sos; Biblhoteca 
Laurenziana, 243; Uz, 132, 488-580 
France, 281; procesmonal cross, 455-536; 203 
Franciscans, 363 
Frankfurt, Museurri fiir Kunsthandwerk, az 
Franks, 389, 397, 504 
Frederick i Barbarossa, Hol Roman Emperor 
([. 1152-90), 437, 462 
Frederick î1, Holy Roman Emperor (1. 1212-50), 
266, 390, 497; Flconre manual Of, 401 
Freiburg im Breisgau, Germany, 
August: nermuseum, 442; 318 
Freising, Iizesanmuseum, 437, 441 
frescues, 32, 34, 44 40, ȘI, 3455, Ode, 117, 122, 120, 
146, 183, 154, 277, 278, 263, 419 328, 392, 397, 
437, 438, 448, 471 472, 480; 20 
others, by subject: angel, 34--55. 324; 204; angel 
vrith E .hrst, 389, 302; 258; Apostles, 121; 
Bishop Marianoş under he protection of 
the Virgin and Cluld, 370; heads oi rio 
Saints, 42; 18; KOimesis, TI2, 117, 444; 
Mockung of Christ, 113; Nikepharos pre- 
senting his church to the Virgin, 116; 
Prophet Ehjah, 40, șo—s1, 323, 325, 327-238; 
16, 221; Saint Cyril of Alexandra, 286, 287; 
Saint John af Darnascus, 44-55; 20B; Saint 
John the Baptist, ș2; IBa Saint Mark, s2; 
T&B; Saint Paul and the Viper, 447, 44ă; 
Saints Cerycos, George, and Notanios, 
52-54; 19; Saints Orestes and Eupenios, și; 
T7;, Salut Iheodore, 122; Walat Iheodota, 
her sons Kosmas and Damianos, and Saint 
Nicholas, 49-30, 118, 410; 15: Sekastokrator 
Kalojan and His Wife, Dessislava, 320, 323; 
ihree ancestars ol Christ, 440, 454: 204; 
threc saints and an archangcl, 278, 366, 
370, 3186-87; 257 
Fritzlar, German, Domschatz des Rarholischen 
Saint Perri, 458; 297 
Fulcher ot Chartres, 196 
Fulda, chalice, 73, 344, 444, 458-359: 297 
Fulk, king of Jerusalem, 303 
funerar plaque, af Isaac Komnenos, 40-41. 84: 7 


Gabriel, Archangel, 45, 60, 64, 66, 69, 146, 156, 155, 
201, 298, 305, 346, 372, 374 463, 138, 201 

CGiagik Î Artsruni, King, 352 

Gagik-Abas, king of Kars, 353, 253, 414 

Galen, 17, 18 

Gelati, &zeorgia, Monastery, 276, 338, 340; ICON, 
340: TILOSALCS, 340 

Ceneva: Musce d'Art et d' Histoire, 6ş; private col- 
ÎECtIOrI, 4: 204, 208 

(eomeires, John, 47, 117, 206 

George (artist), 10! 

Cearge, Saint, 52, 60, 79, EI, 122, 123, 128, 128, 134, 
135, 137, 15758, 161, 168, 178, 227, 283, 293, 
209, 300, 302, 346, 372, 379, 395, 463 455, 
482; TO, 69, 132, 202, 234, 261, 3IĂ 

George of Cappadacia, Saint, 164 

George of Nicomedeia, 77, 125 

Georgia and Ceorgians, LL, 273, 275—76, 278, 337—41, 


346, 458, 497; COITI, 217, 340; 237; enkulpion, 
127, 167, 340, 342, 497; 230; gospel, 339; 
ICONS, 64, 118, 164, 165, 178, 340, 3453-46, 348, 
354; 233, 235; processiunal cross, 340; 34445; 
232, triptych, 340, 340; Vesel, 342—44, 426, 
444, 458; 231 
Germanus (Germain) ol Auxerre, Saint, 224, 225, 
430; 149 
Germany: canon page, 69, 47576; 313; chalice, 73, 
34, 44 458-359; 297; EALTINBS, 459, 303-4; 
3414, 341B; jewclry, 5034; 341; placuts, 150, 
446, 490; 324; portable altar, 247, 450; 208; 
ring, 246, 419, $03-4: 34IC 
Gethsemane, Church ot the Savior, frescoes, zăg, 
192; 258 
Geza |, of Hungary, 166, 188 
Cre, 372 
Carorgr, Saint, 341 
înorgi [IL of Georgia, 340 
Cuatta, 382 
girdle, monasric, learher, 30$-6; 208 
înirona, Spain, Museu de la Catedral, 4o9—10 
Giunta Pisang, 486 
Gniezny, Poland, Archreurn Archuducezalne, 361; 
242 
Goaxdefroid de Huy, 463 
Galgotha, 187 
Crâreme, (.appadocia, €.hurch of Tokah Rilise, 
frescoes, 44, 146 
Corgan, 156; 4 
Goslar, Cathedral, prospeis, 444 
gospels, 69, 90-92, 93, 94, 95-06, 103, 104, 0, 
209, 219, 243, 278, 301, 339, 354, 303, 308, 359, 
FI 30081, 3852-83, 84, 338, 33 3943, 
429, 445, 446, 463; 43, 44, 45, 46, 40, 50, 
144, 251, 252, 260 
Greek, 394, 472; 310 
made for Henry III, +36, 444 
named: Ejmiacin Crospels, 91; Gioslar Gospel 
Evok, 69, 484; Gospels of Adrianople, 
278, 341, 354 3537-58; 239; Gospels of 
Gagik-Abas of Kars, 253, 358; Grospels of 
Leo II, 354; (aospels of Nerses and Het “um, 
1361-62; Gospels of Otto II, 155, 156; Lev 
Gospels, 276, 354, 3061-62, 242; Melitene 
Gospel, 121; Queen Keran Gaspels, 3șs; 
Rabbula taospels, go, 179; Saint Albans 
Gospels, 454; Trebizond Gospels, 352, 354, 
3383-60, 363, 385; 240; Zeyrun Guspels, 
276, 354. 362-603, 243 
others, by subiecr: Evangehsr Marthet, 94-95; 
48; evangelists, 380, 381; Saint Luke, 92, 
370, 381, 383, 3ă$, 253 
Gothic Wlaster, 449 
Gothic style, 27, 139, 449, 475 
Lzoths, 309 
Gourandoukht, Queen of Georgia, 343 
Gracanica, Bosnia-Herzogovina, frescoes, 328 
Grandmaont, Monasteri, 438; enamels, 456 
Great Seljuks, 403 
Gregory, Byzantine pnnec, 463 
Ciregory Of Nazianzos, Saint, 4, 79, 88, I10, 11617, 
121, 238, 332, 372; Hornilies, 6ș, 10%, 153; 63 
Gregory the Great, Saint, 305 
Caregory the Illurninator, Saint, 35. 
Gregory the Aliracle- Worker, Saint, 170; 121 
grifhn, 36, 226, 263, 319, 327; 2A, 185, 2I9A 
Grigul Khandzteli, Saint, 334 
Carossereste, Robert, bishop ot Lincoln, 441 
Grota, Rongalise, 444 
Guaramid dynasty, 339 
Lsuicio da Siena, 486 
Lauuscard, Eobert, 15, 16 
Caundsievmagle, 4097 


Habakkuk, 372 
Hades, Isi 


Hagia Glykecia (Incir Adasi), Monasterv ol the 
Theotokas Pantranassa, 10-19 
Hagioglykerites, Joseph, abbot, roy 
al-Hakam (Umavyyad caliph). 408 
Halberstadr: Carhedral, 441; Domschatz, 68. 167; 
30, IO 
Hallag, house plan, 198 
Halych, 284-835, 319; bracelet, 318 
Halych-Yolvn, 236, 297; manuscripts, 2, 285, 
297-938; 200 
Harnah, chalice, 426 
Hamburg, Museum fiir Kunst und Cewerbe, 
1368-39 
Hamndanids, 4og, 407 
Hannover, Hestner-Museum, 140, 146; 92 
Hanseatic Leagut, 285 
al-Hariri, Magarat, 4283-29; 287 
Harold Bluerooih, King, 489 
harpy, 267 
Harun al-Rashad, Cahph. 405 
al-Hasan b, Ahmad b. Muhammad al-P asha, 
433; 289 
Hauteville dynasty, 479 
Helena, Saint, 60, &1, 202, 266, 307, 308, 43, see ate 
Constantine | 
Hellenisra, 15 
Helmarshausen, Manuscripts, 446, 473 
Henry Il, Holy Roman Emperor ir. 1002-24), 459 
Henry IMI, Holy Roman Eniperor (7. 1039-45), 6, 
44 
Henry 1%, Hoiv Roman Emperor (£. 1946-1105), 
252, 436 
Henry af Hainault, Latin Emperor (1. 1205-16), 401 
Henry the Lion, duke of Saxony and Bavaria, 148, 
438, 476 
Her, 454, 294 
Herakle:os, Emperor (£. S1O-q41), 140, 224, 240; 
COINAgE, 422 
Herakles, 151, 188, 227, 231, 235; 154D 
Heribert, archbishop uf Cologne, tomb of, 436 
Hermagoras, Saint, 438 
hermits, 328 
Hermolaos, Saint, 159, 379; 106 
Herod, 1ââ 
Hetoimasia, 15%; 103 
Her 'unud family, 353, 361 
Hildesheim 
book cover, L33, 43, 4-68: 304 
CANON Page, 60, 475—76; 3I3 
Cathedral: doors, 468; plaque, 494 
Lhucch ot Saint Michael, 475 
Dom- und Thâzesanrnuseuin, 466, 403, 305. 329 
missal, 473 
HIpPpolytos, 231; 194PĂ. 144B 
Hirsch collection, 134 
Hhb, Saint, 244. 310 
Hohenstaufen dynasty, 16 
hol water vessel, Beszterec, 264, 438, 460; 290 
homiharies, 109, 121, 444, 47072; 309 
hamilies, 107-110, 207-9, 62, 63, 144 
Honorius III, Pope (r. 1216-27), 274 
horn, Clephane Harn, 264, 269 
horse and rider, 401, 424; 268, 282 
horse trappings, 407, 408 
Hasios Loukas. See Phokis 
Hospirallers, 391 
Houston, Iexas: Mcrul Collectaa, 165, 486; 
Museum ot Fine Arts, 150, 475; 05, 313 
Hromklay, 333, 354. gospel, 334, scriptorium, 354 
357, 302 
Hugh 1 af Cyprus, coinage, 390; 263 
Hugh ot Provence, 252 
humiluy (personified), 210 
Hungary, 81, 275, 281, 497 
Hunting, 204, 257, 261, 424; 141, 183, 268, 282, 343 
Hydra, 188 
Hypatos, bishop of Ephesus, 26 


Iaroslav Mudryi, prince ot Kiev, 28283, 285 
Iberia ((zeorgia), 337—39 
icon frame, 179, 465: medalion 1, 172 
Iconoclastie ContrOversy, 10, 12, 21, 26-27, 37, 47, 
97, 74 84, 80, 98, 115, Lă5, 273, 339, 305, 366, 
370, 4354 436, 446 
conography, 4244-46; ot the court, 187-917; popular 
IMAgEs, 113—17 
1CANOStasIs, 43, 119, 444; with three apostles, 43, 
44; 9; see also templons 
ICONS, IN all media, 25-26, 32, 4 LO, 022, 123, 129, 
131, 138, 148, 170, 204, 300, 397, 32Ă, 3, 372, 
437 441, 435 4B0 
from Lips Wlonastery, 41-43; 8 
named: Anchi Icon, 340; Archangel vrth the 
Czolden Hair, 208-989; 201; Gelau Savior, 
145; Kahn Madonna, 397; Lukasmadonna, 
436; Madonna delle Viutorie, 113, 
Pelagonirissa, 124, Listiug, Annunciation, 
298, 375; Virgin of Vlacurur (Virgin of 
Wrzhhorod), 124, 283, 372, Virgan 
Yheoskepaste, 113, 114 
others, by subiect: Anastasis, 126, [27, 44; 74; 
Annunciation, 124, 266, 356, 37474, 377, 
379, 448; 246; apostles from a Koimesis, 
274, 275; Archangel Michael and the Virgin 
Chrans, 45-47, 141, 301, 12; Christ, 349; 
Christ Brought to the Cross, 126—27; 73; 
Christ Pantokratar, 136, 135; 83; Christ's 
Mission to the Apostles, 1qc, Laz, 150, 
499; 96: Crucifixion, 126, 178, 366, 372—74; 
245: Crucifiuon and the Entombment, 
158-549, 446; 10$;, Deesis, 96, 1345-36, 144, 
135, 156; 82; Depositiori, 436, 492, 4933-04, 
329; Enthroncd Virgin surrounded by 
prophers ani Saints, 113, 24, 125, 366, 372, 
48a; 244; face and arms, 41-42; Aj 
Heavenly Ladder of John Klimax, 60, 356, 
375, 376-77: 247; Heroimasia and tour 
saints, 118, 156-357; 103; Koimesis, 114, 146, 
153. 15456, 274, 444, 492; TOI, IOZ; 
Madonna and Child on a cureed throne, 
301, 397; 262; militare Saints, 160, 161, 178, 
202, 293, 2909, 300-301; 203, Military saints 
George, Theodore, and Demetrios, 118, 
12-23, L60, 161, 202, 301, 378; 69; Miracle 
at Chonai, M&-1a, 366; 66; Moses betore 
the Burning Bush, 277, 386, 3790-80, 250; 
Passion scenes, 118, 164, 165, 178, 340, 24â; 
235; Raising of Lazarus, 119-20, 377; 678; 
Saint Demeiris, 80, 133, 60-61, 162, 202; 
SI, I07; Saint Eudotua, 42-43: 8B; Saint 
Creorge, 123—24, 299-300, 379; 70, 202; 
Saint George and the Young Bor ot 
hiyulene, 390, 395, 482; 261; Saint 
Michael, 163, 164, 213, 332, 349: Salut 
Nicholas, 115, 219, 390, 397, 442, 4685-69; 
304; Saint Wicholas and buses of sairits, 
115, 346, 366, 486: 6: Saurt Pieholas arul 
scenes from hus hfe, 118, 278, 2og, 300, 
1097-98, 440, 48486; 263, 320; Saint 
Fanteleimen and the Deesis, 115, 494-395: 
330; Saint Panteleirmon and scenes from 
his fc, 118, 299, 366, 370, 495; 2409; Saints 
Borys and Iîlib, 284, Saint Symeon the 
Stylite the Younger and donar, 64, 345-456, 
354; 233; Saint Theodore, 44, 324, 329; 
323: Saint Ihecdore Siratelates, 15758; 
104; Saint Thecxlare Teron, 120—30; 76; 
Transfiguration, 119-20, [30-31 167, 219, 
377, 370 445, 477, 498; 674, 77; Tele 
Great Feasts (series), 148-350; 94; Virgin, 
349; YVirpan and Child, iq, 1357-30; 8; 
Virgin and Child, enthroned, 140; Virgin 
and Child and Saint James the Persian, 
127-29; 75; Virgin Fleousa, 124, 7I; Virgin 
Hagiosoritissa, 44-45, 80, 135, 165, 340, 


3453-49; IL, 236; Virgin Hodegetna and 
Mar at Soros | double-sideci)., 114, 124, 
125—26, 135, 372, 486; 72; Virgin Crans, 135, 
TB, PAT, 450, 201 
from a templon beam, 119-200, 445; 67 
rppes of: festival, 114, historiatel, 299-300, 379; 
“fring” 125, 372; loca sancta (pilgrimage), 
380; vita, 37u, 484; 249 
hitewashing Of, 97 
See also cameos, diprechs, Ivory, pendant icons, 
triptyehs 
Ikhshidids, 407 
Ikonion, 411 
ÎNCarNALII, 26, 34, ae 
INCErse burners, 251, 381 426, 429; 176, 284 
Increduliry of Thomas, 144, 178; 94C 
Indian art, 265 
inkpot, wiub mythological imagery, 189-090, răg 
Innocent I[], Pope (r. 1105-1216), 390 
Innocent 1%, Pope (1. 1243-34), 74, 131, 442 
Innsbruck, Austria, Tireier Landesmuseum 
Ferdinandeurm, 4225 281 
interlace design, 35, 450, 452; 3, 290, 292 
Interlace Master, 261 
Iraklion, Crere, 33ș; Historical Museuni, 2.44 
Irene, Empress and Saint (i. 797-802) 27, 36, 283, 
307 
Irene of Chrysobalanten, Saint, 117 
Isaac (brother of emperor John LI), 94 
Isaac | Komnenos, Emperor (r. 1257-59), 10, 186; 
COINAGE, 216; I47H 
Isaac [Il Angelos, Emperor (1. 1185-95, 1203-4), 188, 
275, 497 
Isaiah, Prophet, 109, 133, 372 
Ishkharu, Georgia, 339; processonal cross, 345 
Islamic art, 190, 2606-67, 40 
Islamic world, ui, 17, 21-22, 98, 273, 27677, 339, 
389; Christians in, 3647 
Istanbul: Archacological Museum, 38, 41. 42, 450: 
88; Iopkapi Sarayi Miizesi, 424, 427, 429; 
283, 286, 288; Veta Kulise Cami, 38; see also 
Constanunople 
[stri, se 
[talikos, Michael, 188 
Italy: altarpiece, 443, 440, 4883-89, 322; casket, 44, 
333, 256; 156: commercial cities, 3, 10, 13, 16; 
New Testarnent, 4ă1; 317; painung, 139, 
486-87, 458; 327; Renmssance, 13 
Italy, northern, relief, 443 
Italy, southern, 275 
Caskcet, 305; 343 
CONTI, 217, SCZ; 339 
Exulret Ball, 445, 469-708 308 
gospels, 472; 310 
ICON, 115, 274, 300, 307, 440, pf: 320; COM- 
posite, 458 
MANUSCrIpts, 6,7, 9, 17, 13 14, 15, 07, 18, 19, 84, 86, 
87, 438, 5012; 338 
plaques, 140, 144, 435, 446, 491, 402, 409-501, 
325, 327, 337: Otatriptych, 446, 49192, 
326 
Lransenna panel, 450; 290 
Ivan Asen II, Czar of Bulgaria, 328 
IVITURs: 
named: Harbaville Triprpch, 133-34; 80 
others, by subject: Anastasis, 152-453; 98; Archangel 
Michael, 141; 88: Ascension, 1352-43: 98: 
Byzanune Emperor, 202-3; 139; Christ 
Blessing Emperor Orta Il and Empress 
Thecphano, 449-591; 337; Christ Crowning 
Constannne YII Pophyrogennetos Emperor, 
203-4; 140; Christ Flanked by Disciples 
and the Archangel Gabriel mnth the Virgin 
Croărung Io YI, 201-2; 138; Crucifixtan, 
147, 14748, 1530-51 406, 459, 40-32; 92, 
93, 96, 304, 323, 326; Dersis, 135—36, 466-683, 
49485; 82, 305, 3340; Dheesis and Saints, 131-932; 
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79; Deposit ( Descent from the Cross), 
154-355, 4903-04; LO0, 329; Entry into 
Jerusalem, 152—53, 1533-54; 98, 99; floral 
ornament, 236, 159; Incredulite ct Thomas, 
T4ă-s0; 94G; Journey to Bethlehem, 492; 327; 
Koinusis, 150, 14$—6, 277; 95, IOL; Life of 
David, 388, zor, Lite of Sainr Paneleimon, 
494—3; 330; MISSION to the Apostles, 
SOSI, Pa, 96, 324 N ativity, 148—40, 152 53; 
944, 98; panel with (.hrsrolencal scenes, 
442: 328; Pantakraror, 136; 83; portraits of 
Apostles, 4-4, 89, 90; Rusine of Lazarus, 
148-590; 948; Romanos [] and Empress 
Bertha-Eudokia, soc; Saint Demetrios, 135: 
ST, Saint George anul Saint Thecudare, 465; 
303; Standing Christ, 491, 324, Daclve 
scenes from Lhe Lile ci Christ, 14 4; gr: 
Virgin and €-hild Enthronec, 140—+i; 87; 
Virgin Hodegerria, 137-345, 460; 85, 86, 
307; Virgin Hodegctria and Saints, 137: 84 
Iziaslav | Larosiawech, Eian princ, 292, 296 


Jacob, 372 

annes rhe (area. Sant, 43, 45, 132, 133, 343, 452, 465 

James the Monk, 54; Homilies on the Life of the 
Vurgan, 83, 87, 94-95, 107-0, Lie, LL, 380, 
4207, 4eipi, 

James che Persian (Intercisus), Saint, 127, 125, 132, 
134, 73 

al-Jazari, Isimz ul, 411, 437, 428 

Jazira: box, 381, 424 425, 4265-27, 420; 285, tra, 
381, 4424-26, 429; 283 

Jeremuiah, Prophet, 133 

Jerorac, Sant, 206 

Țerusalem, 21, 338, 364, 386, 380, 390, Armeruan 
Cathedral ot Saint James, 353, 257, 358, L.hurch 
of the Holy Sepulchre, mosaics, 393; Damascus 
Gate Chapel, 392, Great Lavra of Saint Sabas, 
60, 27677; Hulda (rates, so: Israel Muscuni, 
418, 410; 2754, 275B, 276; Muscurmn cf tlie 
Studium Biblicum Franciscanur, 492; 258; 
psalter, 390; relicuar cross, 394, scriptorium, 
308, 292-493, 394-095; 249. 260, Virpirts tomb, 475 

Jess, 454; 294 

Jesus. See Christ; Virgin, anu Clue 

jeswclry: “Auisela” Treasure, $03-4; 3qr; Thessalonikian 
huoardl, 243—44; 163, see also bracelets, earrings, 
necklaces, Preslav Treasure, rings, temple 
pendants 

Joachira (facher ot the Yirgin), 65. 88, 37 

Johanna, qucen of Sici, 4871 

John, Imperial Spatharies, ring 0f, 247; 172 

Jon 1 Tzimiskes, Emperor (r. 9569-76), 14—15, 13, 
157—58, 240, 245, 333, 331; 167 

John IL Komnenos, Emperor (1. 1118—3), 8, 23, 29, 
94, 1009, 187, 188, 200, 209 

John YI Grammarikos, Patriareh, 98, 351 

john Chresostom, Saint, 60, 64, 69, 77, 79, 84, 58, 
51, 207, 305, 328, 332, 372. 498; 25, 35, 200; 
Honmuliucs, 8z, 282, 185, LEA, 207 Ş, 21 224, 
226, 298, 408, 143; Liturgy. 297 

Iohn Elnia (]olhn cat Sinai), Saint, 60, zar; 
Heaveniy I.arddev, 34. 210, 376; 247 

Ţohn af Damascus, Saint, 26, 34, 121, 242, 277; 20B 

Jehn ol Mediola, Saint, 296 

john ot Wurzburg, 302 

Țeslun îhe Baptst | Prodreanos), Sant, 2, 79, 8, 88, 
127, 139, 167, 340, 372, 392, 469. 472, ISA, 23, 
24, 25, Ză, 27, 59, 60, BE, 74, 91, 98, 234, 248, 
254, 259, 310, 317, 329; birth ot, 97 

John the Licacarn, 322 

John the Exvangehst (Eheologian), Saint, 6+, 69, 71, 
7 88, 90, 97, 105, 120, 13031, 132, 133, TA, 
143. 146, 154, 162, 246, 206, 305, 343, 345, 
346. 354, 372. 405. 477, 478: 898, 90, 234, 315; 
at the Cress, 70, 141, 158, 163, 164, 169, 170, 
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lohn the Găranirnarian, 7 

[obhn Penaras, ra 

Joseph (farher of Jesus), 372 

Joseph, abbot oi Pantokrator Monasterr, 84 

Joseph of Arimathea, 146, Ta. 188, 378, 493 

Joshua, 228; 152; Book of, 238; 162 

Journev Le Bethlehem, 492; 327 

Judas, 67. 463 

Justuman | the făreat, Emperor (1. 527 65), ș, 10 21, 
27, 297, 370 

Jusriman Il, Emperor (ri. 685-711), 216; coinage, 213; 
I47Ă 


Kakopetria, Cvprus, Monastery ot Saint Nicholas 
ies Steges, Icon, 278, 200, 2907-08; 263 
Kalopanazuotis, Cyprus, Church of he Virgan 
Thewskepaste, icon, 3, 14 
al-Eamil, Sultan, 399 
Kan district, Ukraine: chain, 313—15; 214B; temple 
pendant, 246, 247, 296, 313—15, 409: 2I4Â 
Kansas Cur, Mo. Nelson-Atkans Muscum of Ar, 
450; 200 
Kars, 340, gospels, 343. 358 
Kastoria: Byzantine Museum, 24; 73; churches 
near, 123; Church af Saint Andrew, icon, 
L23—24 379; 70; relict, 209 
Katraniuide, Queen ol Siwnik, 352 
Kavala, Dreece, Archacolegical (.ollectian, 36, 149, 
255: 1, 148, 179 
Kavqubad ibn Kaykhusras, Seljuk sultan, +16 
Kekaumenas, Katakalan, 5, 7-8, 12, 15, Sa 
Khakhul, Georpaa, 33 
Khalka, Naxos, Panagia Prorothrone, irescexes, 122 
Khanenko callecticari, 314 
Ehersunes, Crimea: ceramic, 319; enkolpion, 302, 
193; 100, 123, cc also L.hersonesus 
Khrwarizmian Turks, 300 
Kae 13, 281, 285-806 
bracelet. 244, 317, 318; 218 
chan, 206, 313, 409: 2724, 213B 
LDesiaynna 4 Lithey € hurch, 285, 289, 305, 315; 
jewelre Mold, 305, 315—17; 215Ă, 2158, 2I6A, 
2168; mosalcs, 282, 288: 193; tempie pen- 
dan, 310, 11 
enkolNon, 302, 303 4. 305; 205, 206 
girile, monastic, 3056; 208 
hoari found in. 301 
ICN. 295-983: 201 
jewelre mold, 303, 304—5. 31718, 498; 207, 217 
jevelme vorkshops. 316 
Kyrelws'ka (Saint Cert) Church, 286, frescocs, 
256, 297 
lectionary, 283, 204-096, 324; 198 
medalia, 301; 204 
Muscum of Russian Art, 284 
Muzei Istorpchmkh Koshrownostei Lkrain, 
301, 3133 2144, 214B 
Mykhailieskyi Folotoverkhyi Carhedral (Saint 
Xlichacl at he Galden Dames), 274, 283; 
INESAC5, 40, 122, 287, 280 gr: 195; relief, 274 
National Art Muscurm, 299; 202 
Nariunal Rac-Pechersk Historical anul Cultural 
Reserve, 302, 303: 205, 208 
Natsional'na Muzei Istorii Ukrai, 301, 303, 
304 315. 416, 317, 31% Bod, 207. 2I15Ă, 2I$B. 
2164, 2165, 217, 218 
ntcklaut, 301 
reliet, 2809, 202—93; 196 
Saint Sophua of Kiev National Architectural 
(_omsereatiori Area, 285, 280, 202: T03. 104. 
195, 196 
Sireet ot the Three Prelaes, ao u 
Sviata Soma (Saint Sophia) Cathedral, 31, 32, 
272, 28, 281, 283, 288, 201, 293; capital, 
>38-30; 194; câsket, 233; tresces, 4, 122, 
187, 284, 283, 310; ICON, 300; MUAICS, 32, 
272. 282, 242 


temple perulant, 162, 179, 246, 247, 296, 3509-11, 
314, 316, 317. 499; 212 
wOrkshops, 409 
Zaslot Waruta (laolden Cratci, 283 
Kievari Rus, 19, 247, 2381-86, 408 
Kilidj Arslan, suhar, 16 
Kacakos |senbe], 357, să 
Kuryl ot Tura, monk and bishop, z05-6 
Kuttura: Collection ot Bzantuine and Post- 
Byzantine Art, 52; 19; various churches on, 
Frescexes, 44 
E larjeii, 339 
Klosterncuburg, amlyo, 449 
Eniazha Hora: enkolmon, 303; temple pendanr, 
313-155 BI4Â 
Kai mes15, 33 Sa 55 Fă, 105, ZE VI4I7, 120, 150, 183, 
134, 155 274, 27%, 305, pt, 447, PA, Pt 445 
449, 470-72, 475, 404; 95, LOL, 102, 309, 312 
kokkinobaphas Master, 94, 95, 97, 109 
Kamnene, Anna, 436 
Kominene, Sana, 170. 274 
Komueman Stele, 38, 409, 52 9. L21, 124, 128, [30 
298, 374, 379, 350, 44 
Komnenos, Alexios, ot lrebizonă, 342 
Kamnenos, Alexios son at Jahn II), 209 
Koninenos, Dand, at Irebizond, zac 
Komnenoş, Isaac, sebastobrater, 30, 40; 7 
Kkamnenos dynasty, 180, 183 
Komorini, Greece, Archaeological Museum, 30, 524 
173; 5, INA, 188, 124 
Konon (Smconn's disciple), 385; 255 
Kortskcehlr. icor, 340 
Koses, relief, rock-cut, a21, 223 
Kosmas, Saint, 49, 60, 80, 159, 202; 15 
Kasmas (mank), & 
Kosta, Master, 2935-94 
Kostandin (Copyist), 361 
Ecnurkouas, John, 351 
kourtikes, Georgc, 238 
Kranenburg, Grerman, Saint Peter and Paul 
Church, casker, 44, 232-433, 2586; 155 
krater, large-handled, 285, 293-04,; 197 
Krosigk, Konrad von. bishop of Halberstadt, 69, 
+4 
kubadabad, palace ct Alacddm Kavkubad, 4 
Kufic inscrii phions, 412, 414 
Kurbino*0, wall painting, 445, 480 
K-ut'aisi, Cathedral ot Ring Bagrar III, 329, 340 
kyicvu-Pecherska Lavra (Rice Monastery ot the 
Cawes), zoz, 35; Uspens'kw (Dorrnitiani) 
Cathedral, 283-834, 285 
kyros, Saint, 50 


Laccdacrnon, Li 
Lagoudera, Cyprus, Panagia tou Arakus, frescocs, 32 
L.ahbela, Lrhiopia: Church of Sainr George, 377; 
new [erusalena at, 371 
LamerMatieHii. di, qi: ga2 
last Judgment, 34, 156, 437, 452; 103, 293 
Last Supper, 67, 69. 445, 477, 377; 28 
L.atin (church. See Roman Catholic Church 
Latin Einpirt, 13, 148, uz, 390, 4k2 
l.arin Kingdom of Jerusalern, 278, 159, 390; 
gosprls, 92, 278, 380, 394-905; 260; psalter, 
122. 279, 385, 358, 359, 387, 392—93. 33ă, qi, 
445 463: 250; reliquari, 398-009; 264, Stau- 
rotheke, ya 
Laval, I'rance, Archacological Museum, 503 
Lazarus, See Raisin af Lazarus 
L.azika, 337 
lecmonaries, 90, I03—d, 10, 107, 122, 148, 343; SE 
namec: lur'evskoe Lectionary, 2906-07, 20%; 109; 
Ivcron Lectia, 1045, 445; 58; 
L«ctionarv of Constantint of Bulgaria, 323; 
Morgan ] «ctianary, 36, 89, 84, 86, 94, 103, 
10$—7, 110, 249, 354 +10, +45; 60; Msnislav 
T.ectionary, 284; New York Grucitorm 


Icerionar, 83, 95, 107; 61, COstromar 
Lecrionary, 283, 29496, 324; 19%; 
Skeuophyiakion Lectionar, 195, 167 
Swriac, 127, L67, 277, 367, 370, 381, 385; 284 
others, by subyect: Chrsrs Mission to the 
Apastles, 150; Constantine and Helena, 
zât, ziz; Luke, Loz—d, 2, 292: 5BB; Mark, 
102-—3: $7; Alanhew, 103—q, 202. 474; 584 
Liipzip, 174 
Leo IE, prince ot Cilicia, 254, 354. 35% 
Leo III, Emperor (n. 717—41], 26 
Leo [1], Pape (1. 795-816), 435 
Lea Y the Armenman, Emperor (7. 13-20), 7, 85, 
21, 302 
Lea VI the Wuse, Emperor (1. 886-912), 21, 43, 67, 
71, 74 102, 174, 201, 202, 216; 124, 138; 
COLNAgE, 213, 1470 
Leon, Musco-Biblioreca de la Real Colcgiata, poz, 409 
Lone (1th e. Latin church oficiali, 45 
Leontios, ring of, 248; 173 
Leo the Great, Armenian king, 353—54 
Lea the Hathematician, 351 
lid of a cvlindrical vesel, 223 
Liege: Carherdral of Saint-Paul, 1335-23; triptch, to, 
163, L72, 202, 435, 46-63; OI 
Limassul, Bishopric, 126, 127; 73. 74 
| .imbmrg, an der L.ahn, 71. 144, 162, 212, 349, 
41-42: Carhedral, 67 
Limoges, processional cross, 4563-56; 295 
lic, 326, 327; 2204 
Liparit, print of Georgia, 340 
Lips, Constantine, 43 
lturgical manuscriprs: Bamberg Apocalpse, 445; 
Benedhictioual of Saint Erhelwolă, 4q.s: Rock 
af Ordtnattoni (Armenian), 33647; 238, see 
also speci Be înpes, e.g. gospels, lectronaries, 
menologia 
hturgical Objects, 3q2—44, 426, 444, 458, 460; 231, 
299; see also speci fat tvpes, ez. chalhues, patens, 
prixcessional crosses, psalters 
Laturey of the Presancrified, 297 
Liutprand ot Cremona, 5, 184, 186, 187, 189 
Liverpool, Musenun, 139. 492 
London, 73; British Library, 98, 385, 392, 474. 476; 
$3, 254. 259, 312, 314; Eniush Museura, 148, 
152, 187, 188, 170, 234. 244, 2409, 264, 269, ȘI, 
316, 395, 407, 408, 426; 944, 16, 121, 166, 
261, 284; Victoria and Albert Museum, 174, 
IF UFO 224, 230, 231, 236, 417, 491, 47, 
126, 130, 134. 153, 154D, 273. 328 
Longinus (senturion), 158, 491 
Longpre-les-Corps- Saints (Somme), France, 
church, reliquarț, 441 
Lori, Georgia, 349 
loros, 212: 14% 
L.0s Angeles, Catif., ]. Paul Crez Muscum, 93, 362, 
481; 47, 243, 7 
Laothair, French king, 5oo 
Laothair IL, Hole Roman Emperor ir. 1125-37), 462 
Louis IX, of France, 390, 44 
Lonpos, Saint, 78 
lowers, 271; 192 
Lauca, 436, 485; Cathedral, casker, aq. 117, 153, 222, 
228, +65; 1$2; Church ot he Clarisses, dhp- 
ich, 488-89, painting, 139, 486-287, 488, 321 
Luke the Evanpelst, Saint, 43, 40, 88, 90, 91, 97, 
103, 138, 162, 296, 343, 345, 346, 383, 473, 405; 
58B, 234, 253, 3II 
luster- painting techrugque, 416, 417 
Luxor, borwl, 416, 417; 273 
Liv, Ukraine, Lvis'kyi Istoryehnyi Muzici, 319; 
2104 2I0p 
Ivâda, on, 390, 395, 482; 261 
LysipPpO5, 235 


Maastricht: Church ot Sant Mari, 165; II, Stau- 
TOT ka, 183. 4 


Mabillon. |. 509 
Macedonia: Yeljusa Monastery, fresce, 122; 
Vaxlotsa Monastery, 122 
Macedormuan dnasti, 71, 150, 176, 204 
Wladizat al- Zahra zac 
Madrid, Biblioteca Macional, 470, 81, sar. 416, 338 
Maguleburg, Cathedral, 1483 alarpiece, 490 
Mapistros, Niketas, 7 
Magnesia, COIN, 399, 503; 266 
al-Mahdi, Caliph, +04 
Mainz: earrings. 459, 503—4:; 34TĂ, 34TB, ring, 246, 
419, 303-4; 3410 
Adajorea, Catrings, +22 
Makremlxoltissa, Eugenia, Empress, 78 
Ad akuria, 368 
Malakes, Euthymius, 187 
Manukoncan dinastie, 339 
Marmuluk period. 290, 420, 427 
al-Ma "run, Calph, 7, 17, 404, 405 
Mancdylion i Holy Towel), 176 
HAntePa greca. qi, qă6 
Alan Of OTU 5, 124: 78 
al-Mansur, Calhph. 404 
Mantuza, Basilica of Santa Barbara, relquare cross, 
4I7 
Manuc] | Komnenas, Emperor (1. 1143 80), 8, 16, 
94, 107, 186, 187, 188, 189, 273, 319, 189, 438, 
462, 497 
manuscript rolls, 110; Joshua Roll, 84, 46, 90, 1qă, 
228, 238-40;, 162; liturgical roll. 94, 110; 64 
MANUSI PS, 33-87, U2, 122, 120, 210, 236, 238, 242, 
2680 436, 445 4486, 470, 475, 478, dăT, ȘO2 
AGA, 388 
named: Antiphonary ol Saint Peter, 463; 
Bara and Ioasap, 24243; 164; L.odex 
Epberti, +90; Dioskorides De materia 
medica, Na, 237—38, 402, 408, pID, 420—33, 
161, 288, 289; Freiburg Leat, 300, 393, 446, 
46364. 482, 318; Gospels of John II 
Kkomnenos, 83, 94-95, 99, 100, 135, 
2093-10; 144, Heaveniy Ladaer oi John 
Klumax, 376; Homules ot Gregory of 
azianzas, 85: Hortus deliciaruna, 492: 
Izbornit Sintea, 282. 283, 297; Jarm:s 
the Monk's Homulies on the Late of the 
Virgin, 83, 87, 94-95, T07-9, 110, 11ă, 380, 
429, 44; 62; John €hrysosrom's 
Haonulies, z, 782, 155, 186, 2097-49, 210, 225, 
226, 298, 408; 143, Kitab Ai Ma'rifat al- 
Hvai ai-Handasirab (Byok of Ingenious 
Mechanical Devices), AI, 427-248, 286, 
Madrid Chromcle ot John Skylitzes, 6, 7, 9, 
17 13 Ta 16, 17, 78, 10, 84, 86, 57, 435, $01-2; 
338; Magamar at al-Hariri, 4238-29; 287; 
Nikaniders 7heriaka and Airxipharmata, 
236—37, 238; 160; Niketas (_homates' 
Historv, 226, Octareuch, wizh picture of a 
house, pa; Panegyrikon Esphigmenou, 
101; Pericope BOOK, paz, 444, Saint 
Jerome's Commentary on Isalah, 446; 
Service Book of Varlaam Fhutpnskii, 92, 
284, 2907-88, 200; Shat'berdi Miscellany, 
339; Sinai Gregory, 4, 84, 94, 95. 109-10, 
127, 167, 420, 445; 63; Syriac Pontufical, 357 
others, bv subject: foreiga princess artiving at 
Constantinaple tor her wedding, pr; Jesus 
Healing the Leper, 385; Saint Peter, 94-00; 
++ 
Umbro-Roman, 444 
See also specific types, e... bhibles, gospels, 
Iectonarics, etc. 
Marin: coan, 217, 422; 280: Monastery af, 355 
Margaret (Nlarina), Saint, 496 
Maria Msrslavina, Princess O£ Kiev, 226 
Marian Imager, 6$ 
Maria ot Alania., Empress (1. 1071/7381), 282, 185, 
LR, ZU7 273-760, 340 4 


Maria ot Antiach. 197 
Manenstein, convent, reliquar, 80 
Marina, Saitit, 406 332 
Marko Pechernk, monk, 302 
ilark the Exangelist, Saint, ș2, 85, 90, 97, 102, 206, 
343, 346, 438; I8B, Ș7 
Mar Matrei, lectionary, 127, 157, 277. 367, 370, 381, 
185; 244 
Maronite Church, 366 
Martha (mother ot &ymeun), 385, 25 
Marna, Cieorgia, processional cross, 344 
Mary Mapudalen, 158 
Mars at the Tomb (Chairete), 146, 147, 170, 273, 
392. 393. 440, 492; 93, 1209, 328 
Mashtcts (seribei, 231 
Master of the Leaping Fiaures, 448 
Wlas ua [hustorian), 44 
Matilda (sie ot Henre the Lion), 438 
iatthew the Evangelist, Sarut, Să, 97, 103. 296, 343, 
2457 346. 338 405; SBA, 234 
Maxinuani, archbishap of Ravenna, gi 
Maximian, Emperor (1, 286-303), [81 
Masimo (mthical qucen), 271 
Alaziries the Cantessor, 2q 
Alecca, 363 
medallioris, 301, 346 
irc an IC0 ÎCImE, 340, 346: 234 
others, by subțecr: Grorgon's head, 166; 14. 
Jahn rhe Theologian, Tec; Sant Nicholas, 
490: 336; Sau Symeon the Swlite rhe 
Younger, 366, 370, 3ăs-86: 255: Vurpin 
C)rans, 301; 204 
See ale pendant medalion; rehgquar medalion 
meslical illusiratian, 236, 237, 427, 429, 433; 160, 
161, 285, 288, 289 
mulical saints, 60, 51, %, 159 
Mecring in the Garden, See Manys at the Tomb 
Melbourne, Narional (Gallery, 110 
Melchite tohurch, 366, 370 
Meleager, 23. 
Melisende, Queen ot Jerusalem. 393 
Melitene, Syria, Carhedral, manuscript, 357 
Menas (artist), 1âl 
Menas, Saint, 132 
menologia, 101, 122; Benaki fragment, rol: 
“Imperial” Menologion, LO1-2; 56; 
Menologian of Basil LI, 65, 56, 100-101, 102, 
103, 55 
Merkourios, Saint, 132. 134 
Mesarutes, Nicholas, 122, 197 
Mesopotarnia: Dă, 381, 424 423, 42627, 429; 283; 
Marmuscriprs, 248, 410, 4209-33; 288, 289, tray, 
351, 424—26, 425: 283 
Messina: Musco Regionale, 450; 281; sacramentar, 
114. 1347 4793-81; IG 
Metaphrastes, Symecon, 51, 379 
Hicthodios, Saint, 15—19, 274, 283, 324 
Methocihos Î. Patriarch, şă 
Merhusclah Master, qiq 
Metechites, Theodore, Log 
Michael, abbor at Stoundios Monastery, 99 
Michael, Archangel, 45, 60, 64, 66, 67, 69, 18, 141, 
146. 156, 188, 207, 298, 372, 463, 4â$, 12, 88 
Michael, merropolitan of Damietta, 381 
Michael 1 Rerularios, Patriareh, LO 
Alichael Ii, Patriarch, 331 
Michael! III, Emperur îr. 8542-67), 27, 43, L86, 216, 
435, COINAge, 214; I47B 
hiichael IY Paphlagon, Emperor (r. 1034-41), 102; 
COINAgE, 177 
Mrchacl Y, Emperor (r, 1041-42), 7 
Muhaci VII Doukas, Ernperor (1. î071-78), 16, ră, 
183, 18, 207, 276 340. 34 
Michael YIII Palaiologos, Emperor (1. 1259-82), 15, 
0 
Michacl ot Blachernai (artist), Iau 
Muchac! the Yotmger (artist), 101 
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Mutyat, Syria, lectionary, 366, 367 

Milan, 446; Biblioteca Ambrosiana, 472; 310, 
Castello Sforzesco, 500; plagucs, 150, 446, 
490, 494; 324; Trivulzio collection, 494 

military Saints, 34, 41-42, 60, 118, 123, 1$7, 164, 168, 
173, 274 292, 293. 300, 329, 241, 463, 482; 17, 
19, 27, 69, 70, 75. 76, 79, 80, 81, 103, 104, 107, 
IOB, III, IE6, 117, 124, 196, 202, 203, 303, 3I8 

Mingana Collection, Sclly Oak, Birmingham, 385 

Miriam (sister of Moses), 207 

mirror, with hunter on horscback, 424, 282 

mnissals, 445; Perugia Missal, 399; Stammheim 
MiSsal, 475 

Mission to the Apostles. See Pentecost 

Missorium of Theodostos 1. 204 

Mistra, 193 

Mlid] Monastery, 361 

model books, 482; Armenian, 484; “Model Book” 
of Wolfenbuttel, 69, 445, 446, 4663-64, 
482-84; 319; Vercelli Roll, 484; sez also 
drawings 

Moxdesrus, Saint, 296 

Moissac, Monastery, 438 

molds: tor bracelet, 305, 31718; 217; for enkolpia, 
303, 304-5, 498; 207; for temple pendants, 
30$, 315-17; 2IȘA, 21$B, 2164, 216B 

Monagn, Cyprus, Monastery of the Panagia 
AmasB:0u, icon, 126, 127, 445; 74 

MODNAStICISIN, 12, 22 

Monemvasia, 193 

Mongols, 31, 286, 304, 315, 341, 300, 403 

Monophysitism, LO, 11, 338, 370 

Monopoli, Musco della Cartedrale, 152; No 

Monreale, Cathedral, 443; mosaics, 438, 439, 448, 
454 480 

Monte Cassino, 470, 486; doors, ss; homuiliaries, 
444, 470-72; 309; manuscript, 470 

Monte Sant Angelo, plaquc, 450 

Moraca, frescues, 328 

Moravians, 18-19 

Morgan, ]. Pierpont, 74, 310 


MOSaics, 20, 32, 33, 35, 47, 49, 122, 130, 144, 160, 187, 


188, 257, 266, 2723 289-Q1, 292, 393, 434, 437, 
438, 439, 444, 445, 448, 4452, 454, 455, 472, 
480, 492, 496 
floor, from the Desiatynna Church, Kiev, 282, 
288; 193 
ornamental border of, 289-901; I9$C, 195D 
others, by subject: Anastasis, 445; Apostle 
Thaddeus, 289-81; 1954; Christ Pantokraror, 
25. 282; Commumon ot the Apostles, 49; 
Constantine IX Monomachos and Zoe, 
207, 4$2; DDeacon Stephen, 2389-91; 195B; 
Deesis, 397; head ot an angel, 452—53; 
2934, head of an apostle, 4+52-53; 293B; 
John Il Komnenos, 122; Last Judgement, 
437, 445, 452-533 293; Roger [l crowncd by 
Christ, 436; Saint Andrew, from the 
Communion of the Apostles, 47-49; 14; 
Saint Demetrios, 283; the Virgin, 47; 23; 
Virgin and Child, 27; Virgin Enthroned 
with Archangcls, 340 
Moscow: Kremlin, icon, 122; Kremlin Armory, 301; 
Pushkin Museum, 171, 203; 122, 140: State 
Historical and Cultural Museum, “Moscow 
Kremlin” 77, 80, 166, 176, 306; 36, 39, NŞ. 
129, 209, State Historical Museum, 97, 101, 
282, 283, 296, 297, 303, 313, 323; 32, 56, 199, 
200; State Tretyakov Gallery, 122, 180, 284, 
201, 208, 375 
Moses, 87, 130, 241. 300, 372 379; 241, 250 
Moshchevaya Balka, Caucasus, textile, 224 
Mosynopolis, architrave, 39, 408; 5 
Mount Athos, 12, 341, 360, 499 
Dionysiou Monastery: lectionary, 122; menolo- 
Zion, 122 
Great Lavra, 22, 23, 32. 78; enkolpion, 178 
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epistyle icons, 120—22, 127, 167, 445; 684, 
688, icon, 119-20, 445; 67; lectionary, 105 
Hilander Monastery, Mosaics, 122 
ICONS, 118, 11920, 122-243, 160, 161, 292, 301, 377, 
370; 674, 678, 69 
I[veron Monastery: gospels, 01-92, 94, 95; 44. 
45. ICONS, 26, 26; lectionary, 1045, 445; 39; 
manuscript, 242—43; 164 
Lavra Skeuophylakion, lectionary, 167 
Panteleimon Monastery, manuscript, 122 
Pantokrater Monastery, psalter, gr 
psalter, 97, 145, 7 
Mount Papikion, Rhodope, monastic structure, 
frescoes, s2:; ISA, 188 
Moutoullas: frescoes, 397; icon, 397 
Mozarabic art, +78 
Msurc, Epremt, 341 
Msrystav, prince of Kiev, 284 
Miskheta: Jvari Church, 338; Svenskhoveli 
Cathedral, 336, 340 
al-Mu “zz (Fatimid caliph), 407 
Munich, 455; Bayerisches Nauionalmuscum, 459; 
298; Residenzmuseum, 414 
Muqaddasi (historian), 404 
al-Mugtadir, Caliph, 405 
Murano: Monastery of San Michele Arcangelo, 
plaque, 492; mosaics, 438 
Muslim (signature of artist), 416 
Muslimas. See Islamic art; Islamic world 
al-Mustansir (Fanmid caliph). 407 
Muzhi, Siberia, Shuryshkar Regional Historical 
Museurn Complex, 399; 267 
myrhological subjecrs, 227, 230, 233, 232; IȘI, 153, 
154, 155, 156 
Mytilene, boy from, 395; 261 


al-Nadim (encyclopedist), 17 

Nagyszenunikios, Romama, treasure at, 321 

Naisos (NI5), 321 | 

naked figures, 227, 230, 256, 327, $C4; II, 153, 194, 
155, 156, 157, 158, 161, 163 

Namur, 442 

Naples, Biblioteca Nazionalc, 238 

Nasrid periou, 420, 421; horse-bridle ornaments, 
408; Ornaments, 407 

Nativity, 33, 74, 97, 105, 144, 148, 152, 305, 331, 358, 
308, 492; 91, 944, 98 

Nazareth, 389, 390 

Near East, textile, 4+12—13; 2694, 2698 

necklaces, 301; clasp for, 342; from Preslav Treasure, 
3234 333-345 227; from Staraia Riazan, 296, 
301, 306-7, 4909; 209 

Nemanja, Stefan, ruler of Bulgaria, 274 

Neophytos Enkleistos, Saint, 123 

Neoplatonism, 341 

Nerezi, Saint Panteleimon, frescoes, 32, 94, 438, 
448, 480 

Nerses ol Lambrou, Saint, 354, 36. 62 

Nerses IY Shnarhali, Saint, 154 

Nestor (artist), 101 

Nesror, Saint, 78, 1âr; TO 

Nestorian Church, 404 

New Haven, Conn., Yale University Art Gallery, 
488; 322 

New Testament, 83, 91, 93-04, 95, 104, 445, 481; 47, 


3I7 

New York: American Numismatic Society, 213-16, 
349, 399, 422, $02; 147, 237, 265, 266, 280, 
339; Cooper-Hewitt National Design 
Muscum, 224. 414; 271; he Metropolitan 
Museum of Art, 38, $5, 62, 74, I31, 13$, 137, 
151, 1$4, 163, 16$, 22C, 228, 232, 233, 235. 245, 
246, 247, 248, 252, 259, 260, 264, 2fiş, 269, 
308, 309, 310, 313, 346, 348, 386, 401, 412, 
413, 416, 420, 421, 426, 455, 466, 486, 491, 
499, 504; 3, 21C, 2ID, 2IE, 2$, 34, 78, 81, 82, 
85, 97, OI, 112, 152, 15$, 156, 1585, 1$8C, 168, 


I7O, 172, 173, 178, 181, 182, 186, 187, 191, 210, 
211, 212. 2134, 213B, 234, 23$, 236, 236, 268, 
2094, 270, 272, 277, 278, 285, 295, 304, 321, 
32$, 326, 336, 342; The Metropolitan 
Museum of Ant, Cloisters Collecnon, 463, 
478; 302, 315; Pierpont Morgan Library, 195, 
107, 237, 383, 401, 405; 60, 61, 161, 253, 301, 
303; private collections, 5, 169, 452; 214, EE9, 
293B 
New York state, private collection, 266; 188 
Nicaca, 195, 199 
Church of the Dormition: mosaics, 292; plagquc, 
236 
Nicholas, Parriarch, 5 
Nicholas, Saint, 43, 44, +0, 60, 64, 79, 81, 38, 118, 
137, 300, 332, 372, 397, 438, 449, 465, 468, 
484, 409; 04, 15, 65, 263, 306, 320, 336 
Nicodemus, 146, 154, 158, 348, 493; Apocrphal 
Gospel of, 392 
Nicosia, Byzantine Museum, 397; 263 
nieilo, 318 
Nikander, Theriaka and Afexipharmaka, 236-327, 238; 
160 
Nikephoros II Phokas, Emperor (r. 963-69), 12, 14, 
23, 184, 186, 157, 189, 351, 406 
Nikephoros III Botaneiates, Emperor (£. 1078-81), 
177, 782, 185, 186, 207, 208, 276, 340, 408; 
COinage, 216, 349; 147] 
Nikephoros Group, 136, 137, 140. 144, 150, 466; 83, 
84, 87, 9I, 96, 304 
Niketas of Medikuon, Saint, 66, 67, 70 
Nikomedeia, nles af, 330 
Nikon, Patriarch, 297 
Nikopolis, Bulgaria, 321 
Nino, Saint, 337 
Nishapur ware, 266-67 
Nobatia, 368 
Nonnos of Panopolis, 230 
Normans, 1$- 16, 479 
Norway, 281 
Notarius, Saint, $2; 19 
Novgorod, 28485, 286 
Cathedral at Sviataia Sofua, 295 
ICON, 298-099; 201 
Inregrared Muscum-Reservation, 293 
lurev (Saint George) Monastery, lecrionary, 
296—97, 298; 199 
Khutynskii Monastery, 297 
krater, 285. 2093-94; 197 
lectionary, 283, 2904-96, 324; 198 
Novgorodskii Gosudarstvennyi Ob'edinennyi 
Muzei-Zapovednik, 293; 197 
Spasa na Neredirse Church, 29; frescoes, 122 
Nubia, 277, 365, 368-70; Church of, 277 


Oblare Cross Master, 488 
Odense, Carhedral, sexrile, cagle-silk, 225 
Odo o[ Deuil, 197 
Ohrid, Bulgaria, 324 
Hagia Soplua, 27; frescoes, 32, +37 
SCrIptoria, 274 
Oleh, prince of Kiev, 281 
Olha, princess ot Kiev, 281, 234 
Op'iza, Gcorpia, 339 
Oppian, Halicutika, 235 
Order of Grrandmont, 4$6 
Order of Sainr Basil, 436 
Orestes, Saint, SI; I7 
Orpheus, 188-839 
Oruz, George, collecuon, 66, 170, 175; 27, 20, 127 
Ortbheb of Zimifaltensis, Chronicle of, 292 
Oshki, Georgia, 339 
Oro ! the Great, Holy Roman Emperor (r. 936-73), 
148, 281, 490 
Ouo IE, Holy Roman Emperor (£. 973-83), 148, 
435, 499; 337 
Ouo III, Holy Roman Emperor (1. 9833-1002), 436 


Otroman Empire, 22 

Ottoman Turks, 13, 22, 273 

C)troman style, 150, 247, 296, 444, 446. 439, 476, 
490, 304 

Oxford, Bodleian Library, 10. 236, 402, 433; 289 


Padua, (Cathedral, 29-90 
Painterly faroup, 132, 15334, 146; 98, 99, 102 
paintings, panel: veith Madonna and Child 
(Berlinghiero), 139, 486-837, 488, 321; Virgin 
and Chuald wuh Carmehres, 397 
Pakourianos, Gregory, 13, 324 
Palaiologan period, $4, 130, 326, 379, 414, 468 
Palermo, 486 
Cappella Palatina, 302, 405; MOSAICS, 438, 454, 
492 
TANUSCTIPES, 6,7, 9, 12, 13, a 15,17, 18, 10, 84, 86, 
87, 438, 501-2, 338 
MAOSALCS, 454 
Santa Maria dei! Ammiraglie (the Martorana), 
32, 32, 333 MOSaICs, 32, 426, 438, 444, 454 
Palmer, Ruchară, archbishop of Messina, 480 
panels. Sez plaques 
Pantaleon: family, 437 
Panteleimon, Saint, 79, 50, râ2, 134, 39. 379. 494: 
249, 330 
Panroleon (artist), 101 
Paphos, Cyprus: Bishopric, 127; 75; Church ot the 
Panagia Theoskepaste, icon, 12729; 75 
Paris, 144 
Bibliorhăque Nationale, 8, g1, 92, 93, 97, 109, 
121, [3ă, 207, 236, 235, 240, 242, 269, 337, 
380, 385, 400, 428; 1493, 160, 163, 251, 287; 
Cabinet des Mecdales, 169, 178, 204, 247; 
132 
Garnier, Paul, collection, +01 
Musce des Arts Decoratifs, 426 
Muste du Lonrere, 35, 130, 133, 136, 141, 150, 142, 
[55, 156, 166, 17E, L79, 236, 252, 237, 260, 
260, 346, 349, 298, 440, 441, 42, 491, 77, 
40, 83B, 96, 98, 103, 114, 133, 159, 77, 264, 


2034 
Muste du Petar Palais, 140 
Musee National du Moyen Age et dles Thermes 
de I!Hâtel de Cluny, 6q, 222, 414. 49, 
491, 490; 26, 337 
private collection, 147 
Earton, icharles, collection, 41 
Socieră de PHistoire du Pratestantisme Francais, 
IO7 
Parma: trescoes, 472; gospels, 293, lectionary, 105 
Pascal î, Pope (e. 8317-24), 435 
patens, 332, 344, 441, 445; 28, with Christ blessing, 
67, 68, 69; 20; Halberstadr Paten, 67-6u, 101; 
30 
Patmos, Monastery of Saint John, 129, 133; 76; 
gospeis, 94. 95-95; 49; icon, 1293-30; 76; 
ICON trame, 465; manuscript roll, 94, ic; 64 
Patrikios, Leo, în 
Paul, Sant, 66, 67, 71, 73, 77, 70, Să, 110, 115, 15, 
1323 133, 142, 143, 150, 155 102, 063, 202, 343, 
145, 340, 372, 458, 469; 898, 90, 234 
Paul ot Thebes, Saint, 328 
pectoral cross, 305 
Pelagius ot Albany, Cardinal, 3y0 
Pelendria, Cyprus, Chapel of the Holy Cross, 113; 
ÎTESCOES, [17; ICON, 12627; 73 
pendant crosses, 309; with Four Evangelists, 
171—72, 304, 499; 122; see also reliquary Crosse, 
enkolpia 
pendant icons: with Anastasis, 127, 166—67; 15; 
with Christ Blessing and Virgin Orans, 
174-790, 301, 133 
pendant medallion, wirh Saint Theodore, 175, 187; 
I38 
penidants, 305, 407, 420-21, 497; 278; pear- shaped, 
from a fotos, L72, 21213, 246, 249, 497, 498; 


146; spherical, from the Preslav Treasure, 323. 


333, 335; 229 
Pentecost (Mission to the Apostics), 169, 120, 144, 
LS, 3105, 4090; DBA, DI, 96, 324 
Pergamon, 195. 107; CEcONStrUCtIN, FAS 
Persia and Persians, 224, 321, 337, 302, 403 
Peter, Saint, șă, 67, 71. 73,77, 70, 85, 99, 110, 118, 
130, 132, 133, 141, 150, 153, 155, 162, 163, 204, 
210, 294, 343, 345, 340, 372, 438, 458, 469, 
47-78, 54 BDA, 234 
Peter Damian, Sant, 465 
Petritai, loane, 341 
Pherrai: Church ot the Theotokos Kosmosoteira, 
funerare plaque, 40-a, 84; 7; Panagia 
Kosmosoteira, 177 
Philadelphia, Asa Minor (near), Church of 
Theorokos tes Koreines, 154 
Philagathos, John (antipope John XVI; 7, 499-400), 
| 
Philip, Sainr, 43. 73, 88, 122, 134 
Philip Il Augustus, of France, 389 
Philippi, Basilica B, capital, 39 
Philhppopolis (Plowdiw), Bulgaria, 321 
Phokas, Emperor (£. 602—10), 140 
Phokus, Church of Hosios Leomkas, 12. 20, 31. 444; 
FTESCOES, ȘI, 122; MOSAIcS, 20, 32, 33, 44, 150, 
445, 472; relief, 38; templon, 159-60, 289 
Photios, 6, și 
Piazza Armerina, Sicily: icon, 113; MOSAKS, 257 
Piet-Laudrie collecrian, 426 
Pietro | Orseola, doge, 438 
pilgrirnage art, 368, 380 
Pisa, 342: (Cathedral. doors, qad; Church ot San 
Sistea, 417: CTucii, 448, 440; Muse 
Mazucnale, 486; Preve di Sacre Maria e 
(GIOYANNI, TOS, 332 
plaques, +1, 42, 69, 134, 135, 136, 137, 153, 180, 210, 
231, 235, 236, 257, 268, 340, 401, 450, 459, 
466, 4829, 491. 492, 494; SEE Also 1vories 
trom a box, 68, 236. 264, 450; 159 
on clothiug, “Crown of Constantine LĂ 
Monomachos” 160, 162, Iq, 21012, 422; 
145 
from a dipryci, 127, 146—48, 167; ŞI, 93 
from a gospel book cover, 150, 446, 490, 324 
named: Orto Imperator worș, 520; Romanos 
and Eudokia plaque, 144, Utrecht Yargin, 
114, 138-309, 465, 4609; 86 
parapet relief slab, 38; 3 
others, by subțect: Archangel Michael, 1q1, 135, 8; 
a Byzanrine emperor, 202-3; 13%; Chairete 
and Anastasis, 146, 147; Christ Blessing, 
Emperor Chro II and Empress Theophano, 
140, 144, 435, 4099-3501; 337; Christ Crown- 
ing Constantine VII Porphyrogennetos 
Emperor, 99, 136, 203—4; 140; Christ 
Crowning, Romanos and Eudokia, 204; 
Christ Enthroned, 143, 144; Chnst hiecung 
tie Marys and the Anastasis, 127, 14648, 
167; 93; Christological scenes, 445, +92, 
494; 328; Christ standing, 491; 32$;, Christ 
Wastung the Feet of the Apostles, 148; 
erowning Of Alichacl VII, 212; crownng 
Ot Romanos IL, 138; Cruciiman, 140, 
15152, 153, 341, 342, 436, 489; 97, 323; 
Crucifizion anul the Entombrment, 445. 
4951-92; 326; Deesis, ss; double-headed 
cagzle, 326-27; 2208; Enthroned Virgin 
and Child, 4-a. ie, 185, 470; 87; Careat 
Feasts, 147; Incredulire of'homas, 1438-50, 
153; 94G; John the Baptist, 139; Journey te 
Ecthlehermm, 445, 4g2. 327: Eu mess, 114, 
131, 148, 150, 153, 158, 156, 274, 444, 9, on, 
3236-27; 2204, Mission to the Apostles, 
150, 446, 490; 324; Nativiny and Adoration 
of the Magi, 368; Natrity and Annuncabon 
to the Shepherds, 148-500, 153; Oqă; Rarsing 


Gt Lazarus, 148-530, 152: 948; Saint Arde 
and Saint Peter, 134, 14142. LA3, L44, 446; 
894; Saint Demetrios, 3q7; Saint John the 
Theologian and Saint Paul, 134, 14-44, 
++8: BOB, 90; Saint Theodore, 141; 
Samson, 442; Virgin and Clhuld, 
enthroned, 140; Virgin Hodegetra, 114, 
1385-39, 160, 436, 469, 495-906; 307, 331 
from a triptyeh, 114, 137, [38—39, 141, IS0-52, 153, 
155, 202—3, 436, 446, 468, 469, 480, 
491-892; 86, 88, 97, 139, 323, 326 
ma stone slabs, 323, 326—27: 220 
plates, 257 
others, by subject: Ascension of Alexander the 
Great, 399-401, 423; 267; lovers IN a gar- 
den, 254, 255, 256, 271; 192; mythological 
subjects, 220, 220 
Plate, 18 
Pliska. Bulgaria, 321; enkolpion, 165, 3342-33, 497; 
226; Careat Basilica, 321; Rosal Palace, 321, 
322, SCrIptorIa, 274 
Poitiers: Cathedral, vinde, 4ss; sranroiheke, 163 
polychromy, 228 


Polystelon, 193 


Potamos, Kochura, tzreece, i_lurch ct Sant John che 
Bapust, frescoes, 52-54; 19 
Potenriamus, Baltic, $005; pb 
Popast vremennykh let (Tale of Bypone Years), 19, 
282, 259 
Pranghi, church, capital, 36, 38-39; 4 
Prazedes, Saint, 442 
praverbooks: Bulgarian, 274, 275; ot Qusen Emma, 
500 
PremonstratensIans, 477-78 
Presentanion in the Temple, 33, 47, 65, 105, 144, 331, 
358, 477; 91, 309 
Preslav, Bulgaria, 322-2+, 329, 330 
Natsionalen Istoriko-arkheologichesk: Resereat 
s Muze1 “YVeliku Presla” 320, 330, 333, 334, 
335; 223, 224, 227, 228, 229 
Patleina Monastery, 32g; cornice facirigs, 44, 323, 
329—30, 223 
plaque, 210 
Round (Golden) Church, 323, 325 
sack at, 333 


Preslav Treasure, 323, 333, 334, 335; 227, 228, 229 


Prrceron, N.]., 246 
Princeton University Libraries: Rare Hooks and 
Special Collections, 90, 96; 44, şo; Scheide 
Library, 93; 46 
processional crosses, $ș, 56, 38, 30-65, 66-67, 69, 96, 
115, 135, 171, 340, 34445, 34ă, 408, 435-556, 
458, 498; 22, 23, 24, 23, 26, 27, 232, 295; and 
archirectural base, 55-57, 58; 2Lă; arciutecnural 
base for, 35-57, ş8; 21B, 210, AD, BB: with 
Life of Elijah, 65 


Procheros, disciple, ros, 206 

Prokopaos, Saint, 60, 70, 129, 134, 137, 157, 372, 463 
Prokopias ot Caesarea (historian), 64 

prophers, 372; 244 


Protoevangelion of James, 65, 109 


psalters, 91, 97, 98, 190, 190, 2067, 436; 142 


named: Egbert Psalter, 446; Khludox Psalter, 
56, 91, 97-08, 99, 185, 428, 32; Paris Psalrer, 
33, dd, 86, 37, 90, 02, IXE—A9, 219, 22Ă, 
24-42, 360; 163: Psalter of Basil II, 1&6, 
188, 261; Psalter of Qucen Ingeborg, 449; 
Psalter Vatopedi, 360; Qucen Mcehserde's 
Psalter, 122, 27p, 335, 338, 389, 397, 392-93, 
438, 441, 445, 463; 250; Riceardiana 
Psalter, 390; Theodore Psalter, 54, 8ă, &7, 
94. 97, 98-99, 210, 261; 33: Westminster 
Psalrer, 440, 454, Winchester Psalter, 72, 
114, 445, 446, 454 47475, 479; IIZ 

others, by subject: a monk giving up his spirit to 
a rescuing angel, z7s, u7; Moses and the 
Law, 83, 36061; 2 


INDEX $7I 


Psellos, Michael, 6-7, 10, 78, 186, 200, 341, 372 

pseudo-Kulic inscriptions, 222, 371, $o7 

Pspchomachia, 3533 

Pulcheria, Empress, 138 

pulpit sculpture, Crucifixion, 489 

pus, “Aposiles” Pais, 72-74 34, 426, 444. 458; 
33 


C2al'at Seman, Monaster, 366 
Qara, Syria, 386-837 
Monastery Church ot Mar Xacub, 366. trescaes, 
277, 276. 278, 306, 370. 18687; 247 
gquatrefoals, hnked, 36; 1 
Quediinburg Treasure, 442, 443 
Qutb al-Din Il-Ghazi II, coinage, 422; 280 


al-Radi, Caliph, os, 4a7 
Raising of Lazarus, pă, 97, 19, 148, 305, 4OZ; ȘI, 
673, 948, 328 
Raoul, bishap of Berhlehem, 389 
Rape ot Eurapa, 230 
Raphael, Archangel, 64, &â 
Ravello, Cathedral, +43; doors, 445 
Ravenna, 446; Wluseo Nazionale. 42; Sant 
Apollinare in Classc, book cover, 226, 46; 
303; San Witale, mosaucs, 266; tHromu, GH 
Regensburg: manusiript, 4+5, 446; portable altar, 
247, 459; 298 
Reichenau: manuscript, 436, 443, 444; plaque, 150, 
446. 490; 324 
Reims, textile, 435 
relieis, 160, 443 
of Alexancder's ascension. 422 
“Fat” qa 
with hf of Saint Gcurge, 299 
“cra” 177 
rock-cur, with royal horseman, 321, 322 
stante, 33; architrave tragments, 39; $; icons: with 
the Archangel Michael and the Yirgin Crans, 
45; 2; in cermnetery, ș6; ot Gagik 1 Artsruni, 
şa: th Ecunesis, pa, pă, dei: th 
mounred military saints slaying dragons, 
289, 2092-93, 198; parapet rebef slab, 38; 3; 
templon screen fragments, 36, 40; 1, 6; 
zransenna panels, 35-37; 2; with the Yirgin 
Haglosonussa, 44-45; 
STUCCO, 367, 3108, qOI 
See also ivaries, plaques 
reliquaries, 78, 80, 179, 212, 224, 226, 246, 251; 149, 
140; historiated, 74, 332; ot the Stone of the 
Holy Sepulchre, qz0, 441; of Saint Anastasios 
the Persian, 46, 251, 438, 46061: 300: 0 
San Dmetrios, 62, 77-78, 168, 174; 36: 0t 
Saint Marina, 390, 441, 4968-97; 332; of the 
Tae (rss, 302, 1308-09, 441; 24: see alta 
staurothekai 
relicjuary caskets, 4563-64; 302; with Deesas, 
Archangels, and the Pele Aposrles, 96, 137, 
402; 78: tor head ot Sant Praxedes, qaz 
relicpuar CHOSses, TO, 174, 246, 308, 447, 442. 455, 
497, +99; up; of Gundsleymagle, with chain, 
304. 497-098; 334; pectoral, with scenes from 
the: life of Christ, 169, 170, 171, 173, 302, 304, 
33 32, 2:25 
reliquar medalhon, ot Saint Dernetrios, 14% 
Fenaissance, 1y 
Resurrection, 37, 74; angel's annouincement of, 34; 
235 
Rhineland, casket, 4za 


Ehodes, zar 

nbbom-lozenge design, 38; 3 

Eichard 1 Lionheart, of England, 389 

Richmond, Ya.. Virginia Museum of Fine Arts, 162, 
24f, 109. 69 

rings, Înger, 212, 248; from “Gisela” Treasure, 246, 
419, $93-4; 4IC; from Tiberias Hoard, 413, 
4190-20; 276 


372 INDEX 


rings, signet, 247; Gf John, Imperial Apararii, 
247-485, 172; ut Leontiii, PatHihios, 248: I7I 
Robert de (lasi, 277 
Roben of Torigni, +38 
Roger II, ot Sicily, +38, 502; coinage, 502; 339 
Roman (Catholic Church, orz, 333 
Roman Empire, ș, 278 
Romanesque style, 446, +49, 459; Lat, 400 
Romanos | Lekapenos, Emperor (£. 920-44), 71, 
197, 252, 381, 403, 407; COINaBE, 228 
Romana IL, Emperor (£. 959-631, 71, [35, 204, 244, 
3333 AU 
Romanos II Argiros, Emperor (1. 1028-34), 45, 
207, 216, 340; COINAZC, 213, 503, 147F 
Romanos IV Dhogenes, Emperor (1. 1068-71, 
15-16, 204, 415; COINAZE, 216; AȚI 
Romanos Group, 73, 138, 141, 147, 156, 204, 469; 33, 
50, 88, 93, 103, 141, 307 
Romanos the Melode, 11 
Hore, 21, 44 
Puloluoteca (asanatense, 472 
Palazzo Venezia, 144; triptych, 131, 132, 1393-34, 
175 
San Pacala lucri le Mura, 445, qiq 
Rongolisc, FrescOes, 471 
TOSCILC, 16, 25, 35, 260; 182 
Eos, Toros, 27, az; 243 
Rosta, Bussa, 28q, 285 
roundel, 462; vruh Virgin (rans, 44, 176—77, 301; 
130 
Rubend fanul, 343 
Rus” states, 1, 22, 29, 273; lectiunar, 323; see alo 
Kueran Rus 
Rustavcli, Shota, Lord of the Partizer Sir, 341 
Rusuudlan, (ducen of Greorpia, 341, 3403, 237 


Sabas, monk, 42, 83 

Sabas, Sail, 62 

SacraiMentari, 114, 139, 479-681, IL6 

Saint-Armarui, near Yalericierunes, dt 

Sainr-Benoit, France, Abbarve Sainte-Crolx, 163 

Sartit-i_alas (darihe), France, Church ot, 4 

Saint-Jean-d'Acre (Acre), Palestine, +80 

Saint Petersbura, 1şc, 32%; Russian National 
Library, 294; 198; Srate Hermitage, 79, 119, 
120, 122, 136, 144, 147, 156, [5% 175, 177, 175, 
220, 223. 227, 233 257, 372 400, 424, 435; 38, 
674, 6BA. 68B, 69, 91, 93, 105, I2Ă, 131, 283; 
State Librarw, ros, 148; State Bussan 
MUSEUITI, 298; 201 

szints (arious, unidentified), 43, 74, 131, 143, T37, 
I46, 372, 386; IOB. 70, 80, 84, 103, 244, 257 

Saint Smeon (ntar Antioch), bol, qi 

Sakhnewka, chair, 313-143, 2148 

Saladin, 362, 329 

Salerno: Cathedral, plaquac, +a; Exulter Roll, 445; 
Muse del Duce, 130 

Salzburg, 446, antiphonare, +45; draăina, 448; 
Manuscript, +46 

SATI, 442 

Samt'avisi, iscorgla, 340 

Santa Cruz. de la Scros (near Jaca), Span, 
Eenedicune MonasterY, 466 

Sant Angelo in Formis, frescoes, 471 

Santiago die t:ompostela, (-athedral, 398 

San Yincenzu al Volturno, scriptorium, 469 

sareophagi, 37 

Sarclis, 194 

Sassanian art, 224, 227, 268, 321, 330, 41, SOT 

Sassanan Empire, 338, 351, 434, 407 

Satan, LO? 

Saul, 188 

SAXOTI, MaANUscript, 445 

Saxors-Thuringia, 445 

Scarulinamanis, 10, 274 480, 497-985 

scepter, tip of, 246; 138, 175 

sculptrure: architectural, +a. Jelling Stone, 49 


seal, 114 

Scbaste [Selgkler Koii), Turkey, church, templon 
beam, 313 

Sebasreia, ICONOSTARI, 43 

Sebastokratorissa, Irene, 127 

Seljuk Turks, ș, Lo, 11, 13, 16, 261, 340, 321, 333, 403, 
407, qi 

SEFIPRIAFVS, 224, 317, ȘI, 148, 271 

Sens, Trtsor de la Cathedrale de Saint-Etienne, 226, 
505 150, 344 

Serbia anul Serbs, 22, 274; Church of, 274 

Serdica (Sola), Bulgaria, 321 

Sergios, Saint, 168 

Serres (Macedonia), Greece: Archaeological 
Museum, +7; 14; Sletropolitan Church of 
the Saints Theodore, mosan:s, 47-40; 14 

Sevastapil, Natsicmalnwi Zapovidnyk “Khersones 
Ta riiS'ky1; 300, 303; 203 

Severianos, SAN, 132, L4 

Shaddatids. 140 

Shak-Armans, 340 

Sharberdt, ticorgia, 339 

Shemokmedi, Monastery, plaque, az, 342 

Shute Muslims, 46% 

Shirvan, Georgia, 340 

Sicily, 481; caskct, sos; 343; Kingdom of, 4709-80; 
New Testament, 481; 317: Sacramentary, 114, 
139. 479-851; ŞIG 

Sudan, 390 

Siena, Cathedral, pulpit sculpture, 4&g 

Sigena, convent, frescoes, 449, 454; 294 

silk: see texriles 

Silvester 1, Pope (1. 314-335) and Saint, 296 

Simon, Saint, 88, 463 

Sinai, 278; Monastery ct Saint Catherine, 60, 109, 
273, a7677, 364, 307. 63: canidlesuck, 40, 
diprch, 129; epustle, 121, 148; 1CONOSTARIs, 
44; COS, 32, 60, 113, 8-19, 12, 023, 126, 
128, 148. 170, 266, 277. 299, 328, 346, 366, 
372—74, 376—77, 3790-80, 448, 480, 486, 43; 
65. 66, 244, 245, 246, 247, 249, 250; lr- 
tionari, 0; manuscript, 21% praverbook, 
274, 275; templon beam, 119, 356, 377, 4-45; 
248; rriptech, 137, 153 

Siponro: Church of Sanra Maria, panel, 450; 
transenna panel, 450; 2900 

Siren, 267, 0, 317, 318; 189 

Surmiurn, Bulgaria, 321 

Sis, gospels, 353 

Sisinrnos, Saint, 60 

Siviard, Saint, 226: I$0 

Skewray, scriptorium, 354, 361 

Sklecros, Bardas, zqa 

Sksluzes, John, ser; 338; Madnd Chromele, 6,7, 3, 
FI, 03 Pap 5 77, Â,7p, 34, 66, 87, 448, s0T—2, 
338; see alro Bulerta, kici, Kevan Rus, Rus 
states, Sofia 

Slavs, $, UI, 12—13, 14, TĂ-IȘ, 22, 140, 273, 231, 321 

Sofia, 342; Narsiunalen Arkheologicheski Muzeu, 
274, 275, 4213, 329, 331, 332, 2204, 2208, Za, 22, 
226, Rotunda ot Saint ieorar, frescoes, 324 

Solare, HAT, 127, 1656-67, 14%, 372, 392 

Solomonic dynasty (Erhiopra), 31 

Sopocani, Serbia, wall painting, 309 

South Bound Brook, N.].. Museum at the 
Ukraimuan trihxlox Memorial Church, 2003; 
pla ii 

Span, 278, 407, 429, Earrings, 421-22; 279; textile, 
326, 413-114; 270 

Sparta, 193; ceramic, 271; Muscum Mistra, 27) 

Spinario figure, 153, 154 

Spoleto, Cathedral, icon, 437 

srained grlass, 454 

stamp, amphora, 25%; 179 

Staraia Lactoma, iscorgevskil Cathedral, 297 

Starata Bazar, 315; braceler, a18 hoarul beri at, 
30&; necklace, 296. 301, 300—7, 499: 209 


Stara Zagora, Bulgana: animal reliefă, 36; places, 
123, 120—27; 220Ă, 220B 
Staruv Nagoricino, Macedonia, frescaes, 129 
star semboi, 38 
Staryi Halych, tiles, 285, 319, 2104. 219B 
Starhatas collection, 208 
staurothekai, 67, 71, 74, 76-77, 70-80, LG, 107, 
162-643, 212, 200, 233, 3-44 34ă, 3-49, 372, 40, 
3198-99, 410, 438, 44-72, 49; 35, 37, 38, 
IIO, 264 
veith Christ Enthroned, ad 
named: Esztergom Staurocheke, 74. 51, 104, 172, 
202, 333. 344, 438: 40; Fieschi Morgan 
Stauretheke, 24, 8o, 131, T&r, 170, 332, 344, 
144. 4+2, 44; 34; “Plularheos” 
Staurotheke, 74, RO-A1:; 33 
Sravelot, Belgium: Abbey, 462; Triprych, 80, 153, 
[72, 202, 435, 46-63, 301 
Stetan the First-Croraned, ot Serbia, 274 
Stefan Uros ], of Serbia, 209 
Stefan Uros 1Y Dusan, of Serbia, 274 
Stephaton, 491 
Stephen the Protomartr, Saint. 69, 132, 259, 
231—92: 19B 
Staris. See T'hokis 
Seexlet collecran, 67, 249, 503 
stolc, from cofhn ot Saint Curhbert, 44344 
Strasbourg, Cathedral, relief, aa, +45, 440 
Stuben (near Trier), C-onwent of Gant Micholas, 442 
Studenica, Church of the Virgin, 274, 276; wall 
painting, 448 
Sugcr, abbot of Sant-Lems, 435, 457 
Sun Mushiras, 268 
Suzdal, 284 
Smatopalk Iztaslavych, prince ci Ric, 283, 29i 
Siatosla Î, prince ct Euicy, zăr-82 
Soabra, 44 
Symbarios-Constantine, 185 
“mean, ezar of Bulgaria, 19, 322 
Symean (arţist), 101 
Symeon jtather of the Virgin), 372 
Symeon ot Blachernai (artist), roi 
Symeon the Stylite the Elder, Saint. 346, 366, 
372. 385 
Symcon the Stlite the Younger, Sant, 345, 366, 
172, 385; 233, 255 
Symean the Theologian, 22, 24-25, 122 
Synaxarion Of Canstantinople, 101 
Synaxis, Thrace, church, templan screen, 36, 452; 1 
Synkellos, John, qos 
S+nod of Lun, 339 
Syria. 3865-67, pL0-11; box, 381. 24, 425, 426--27, 
429; 283; carrings, 240, 308, 418, 419, 420, 
421; 274. 275Ă, 275B, 277; trescoes, 274, 366, 
370, 386-827, 257; gospels, 92, 370, 351, 383, 
385; 253: incense burner, 381, 426, 420; 204: 
lectionary, 127, 167, 277, 367, 370, 381, 385; 
244; manuscript, 4238-29; 247, medalhon, 166, 
370, 3855-86; 255; cin, 418, 41-20: 276; tiles, 
366, 386; 256; Lray, 38, $24-26, 420, 283 
Sriac Christian, LI. 17, 273, 277 
Syrian art, 381 
Synan lusterwart, 269 
Synan-Orthodoa Bishapric, 366, 467 


Tabari ihustorian |, a 

Tabriz, Georgia, 340 

Tamar, queen of Georgia. 340 

T'a0, 339 

tapestry, 247 

Taranto, Musca Nazionale, 22 

Tarasios, Patriarh, 33 

Tartu, Estonia înear), d, 223 

T'beti, Georgia, 338 

Tbilisi, Georgia, 212, 339, 340, 342; CON, 217, 34%; 
237; Georgian State Art Museum, 340, 3+i, 
342, 344, 345, 346, 349; 230, 231, 232, 233 


temple pendants, 102. 179, 246, 247, 296, 309-—11, 
SI3—14, 316, 317, 409: 212, 2144; Mol tor, 315, 
216; 4054, 2F$B, 2164, ZI6R, and stick, 212, 
2446-47, 240, 308, 310, 319, 442, 459, 497, 
503; 170: with suspension Chains. 246, 247, 
206 31315, 490: 214: see atsa Euicv 
templons, 119, L59-6C, 2â9 
lheams, 31; with Lheesis and feast scenes, 119. 
166, 377, 445; 67, 248 
epistyle, 120, 145; 68 
sreens, 36, go, sz; |, 2. 
Temptation of Christ, 253 
Tiertullan, 236 
Teutonic Knights, 246 
textiles, 3224-26, 412—13, 414, 436; 269 
iar chasuble, 225 
cagle-slk, 225 
elephanr fabric, 226 
far tomb af Edward the Contessor, 436 
From reliquar of Saint Grermanus, 22425, 407, 
413, 436, 149 
from rehquary ot Saint Potennanus, 219, 438, 
SOS 7. 
from rebeuar: of Sant Sinarid, 226, 310, 441; 150 
athers, by subect: Băhram Gr ar the hunt, 206; 
birds and horned quadrupeds flanking a 
tree ct lite, 4132-13; 2694: doublc-headed 
eagles, 326. 4713-14; 270; rouniels pf ele- 
phants, senzanr, and wnnged harses, 412, 
44-16; 27I: SEFIA, 224 225. 310, 407; LAĂ 
Saint Fermi cushic, 435 
Star Pattern, 412-—13; 269B 
Thaddeus, Saint, 230, 201-092, 343, 331; IOȘA 
Thalelan, Saint, 60, 64 
Thebes, Greece, Sagmata Monastery, templon 
SCIECU, 49: & 
Theodora, Empress (6th c.), 370 
Theodora, Empress (1055-56), coinage, 213-16; 
147G 
Theodora (wife of Constantine LĂ), 210 
Theadora at Thessalonike, Saint, L&g 
Theodore, abbot, 23-24 
Theodore. SAUL, 7 Taz, 1234 La LA, 137, LĂI, 227, 
302, 346, 372, 463. 464, 482; 69, 136, 318. ce 
nise Theodore Stratelates: Theodore Leron 
Therulore [seribe). go 
Thecxdore I Laskaris, Emperor (1. 1206-22), 217; 
COINAgE, 399; 266 
Theodore II Laskaris, Emperor ir. 1254-53), 195, 
Ea 
Theodore of Stoudios, 47 
Thecdore dtratelates, Samt, 120, 132, 134, 157 să, 
I7Ă, 203 300, 323, 104 
Theodore leron, Sant, 62, EL 129. 032, Lâk, 158, 
IA, |7E, 120, 76, 122 
lhecslosiari Came, 13 
Thecxlosias 1. Roman Emperor (1. 370-953), 392 
Ihcodoscs II, Roman Emperor |[. 40%-50), qz 
Thecdaota, Sant, qua; 15 
Theokiustos (scrihe), 93 
Thecphano, Empress (wife of Otto II), 148, 435, 
499, 504; 337 
Theophanu, Begent (1th cj, 7 
Theophilos 1, Emperor (r. 82942), 2, 405. ș02 
Theaphylakros ot Ohrid, archbishop, 188 
Thessalonike, Greece, 6, 5, 135, 106, 29Ă 
ampulla, 163; 113 
bracelet, 243-444, 334; I63A 
Church ct the Panagia ton Chalkcon, frescoes, si 
CaLFITIgS, 2143-44: 15$B 
enkolma, 80, 169, 181, 162, 1767-68, 169, 174, 292, 
497, 495. 499; 116, 125 
Hagia Sophia, 27. 24%; amphora, 258; 180 
Hosios Dawnd, vrall parntirug, 131 
ICOMOSTASIS, 43, 44; 
Jewel, 243-443 165 
Kangdern of. 390 


Muscumm ot Byzantine Culture, 243, 258, 263; 
1654, 165B, 180 
Panagia ton Chalkean, îrescocs, 32 
reliquari, 174 
Vlataclon Monastery, 37; transenna panel, 3-37, 
62, 319, 326; 24, 25 
workshops, +98 
Thomas, Saint, 73, 79, 88, 134, 148, 469; 940. 
See also Incredulity of'1homas 
Thrace, architrave, 39, 408; ş 
Thracians, 321 
Threnos (Lament), 348 
Tiberias, 41% 
Tiberias Hoară, 318, qig; 273, 276 
tilas, 284, 318; 2104, 2I9B 
decorare, 306, 386; 246 
others, by subiect: double-headead cagle, ari; 
portraits of saints, 43—4d, 118; 10; Saint 
Nichelas, papa: I04 
Toledo, Ohio, Museum of Art, şei 
tondo, rehef, snth a Byzantine cmperur, 134, 189, 
ZOL—201, 212: 137 
Ţarcella, 246: toarhedral ot Santa Maria Assunta, 
MOSAICĂ, 437, 44. 4592-53, 496; 2034, 2038; 
TUSAICS, 435 
Tarnike, prince Ok Ceeorgia, 140 
Toronto, University ut Torante, Malcoc 
Collection, 3ș i 
Tournai, Shrine of the Virgin, 4409 
transennă pânels, 36-37, 82, 319, 442; 2, 202, with 
Cross, 375 2B; With prifiin, 36-37, 326; 24, 
ith intrerlace design, 430; 290 
Transhguration, 105, 119, 130, 14, 305, 331, 388, daf, 
476-797, 477. 402; G7A, 77, 91. 328 
travs, 381, 400, 42426, 420, 283 
Trdat (architect). 352 
Trilat IN, Armenian king, 351 
Trebhizond, 340: Saint Sophia, 263 
Tree ol Jesse, 446 
[rees, 313; 234, 2I3B 
Trianta Rodhos, Church ot Sant Nicholas, 
ÎS. LUA 
Trier, Treasury of, 4â2 
Trilve, Bithrmia, Faih Camii, capital, 29 
Trinity, doctrine Of, 67 
Tripoli, 390; counte of, 339 
Tripiich Group. 72—73, 135, 164, 33. 82 
triprechs, 11. 132, 133-345 175 
named: Harbamnlle Inprrch, 44, 60, 96, ro. 18, 
31, 132, 1333 1453, Ia 152, 155, 150, 204, 
346, 44s; 80; Khakhul Triptech, 340, 34; 
Stavelot Triptech, 80, 164, 172, 202, 438, 
481-683; 301 
others, by subject: Christ Pantokrator, 136, 175; 
338; Crucifixian, 154; Decsis, lqţ. 467; 
[eesis anul Saints, 69, Gâ. 118, 1231-32; 79; 
Descent from the Cross, Lp Tie qi, 
493; 100; Entry into Jerusalem, 131, 146, 
53-54, 155; 99; Nativity, 137, 144, 146, 
132—53, 445, 492, 98; Virpin Honlegetria 
and Saints, 37, id; 84 
Triumph of the Cross, 1şi 
Lroyes, Liresor de la Carhedrale, 204; 140 
True Cros, 79, 81, 350, 461, 463; see also staurothuekai 
Tauikani, îzcorgia, Icon, 34% 
Tskhunwvali, Georgia: plaguc, 135, 136; trip, 467 
Tudebod's chronicle, 123 
Tur 'Abhdin, 36 
Turks, 5, 21 
Tuscany, altarpitee, 445, 449, 4885-89; 322 
Tuzlalăka, Bulgaria, monastic chureli, floor, 323, 
33031; 224 
Tver, braceler, 31% 
Tzctzts, |John, 7, 197, 273 


“Ubayd Allah al-Mahdi (Farimid caliph), o7 


Lmaad diynasTy, 366, 403-5, 4O7=10 
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Uriel, Archangel, 64, 66 
Urnes style, 408 
Utrecht, Museum Cathanjneconvent, 135; 86 


Varanyians, 274, 281 
Vardzia, Georgia, 340 
Varlaam Khutynskii, book af, 297; 200 
Vatican City, 163, 385, 441; Bibioteca Apostolică 
YVaticana, 82-89, 100, 123, 107, 191. 192, 206, 209, 
238, 242, 357, 376, 394 442, 469, 42, 35, 62, AZ, 
144. 12, 260, 308; Mluseo Sacra della Biblioteca 
Apostolica, 76, 131, 157, 494; 35, 79, 104, 330 
Yehku Preslav, Bulgaria, Parleina Monastery, icon, 
44, 324 329; 232 
Yelko Tărnovo, Bulgaria, 321, 325 
Church ot Saints Peter arul Paul, frescocs, 34, 34 
Church of the Forty Martyrs, 328; frescoes, 323, 
| 125, 327—28; 221 
ICON, 301 
Isrorichesăi Wluzei, 327; 22 
Veneto, 495, 504 
Veruce, 10, 14, 1, 37, 88, 131, 186, ate, dtq, 486 
Bibhoteca Marciana, 88, 183, 261, $02: 41 
book, 69, 445, 446, 4683-64, 482 84; 319 
Church ot Santa Marina, 496 
CUIN, 217, 402—3; 4 
Congregazione Armenia Mechitarista, 356, 357, 
358, 238, 239, 240 
ICONS, 436, 492, 493-494; 329 
Manuscripts, qqâ 
medalhon, 49%: 336 
Mekhuitarist Congregation ot San Lazzaro, 
Library of Armenia, 31-62 
MOsaics, 438 
Museo Archeologica, 142; 39B 
MuscO COrrcr, 436, 332 
Museu Marcrara, 452; 202 
place, 445, 402, 404; 328 
San Marca, 27, 67, BE, 71, 74, 70, 160, 162, 178, 
181, 2$1, 441; 29, ŞI, 32, 37, 176; book cover, 
67; bowl, 220—21:; cartoons, 484; chaliccs, 
162, 172, 2194, 30, 457; CUPS, 221, 253; EIaIIl- 
els, 210, 438, 442, 444 445, 497; ICONS, 32, 
54. 101, 140, 163, LB4, 213, 332, 349; MOSANS, 
434, 437, 438, 445; reliquary, 246 
transennă panel, 442; 292 
Veraia, Archaeological Musenm, 123, 155; 70 
Verall, _attedrale San Andrea, 505: 343 
vessel: with falcan, 261; liturgical, from Bedia, 
342—44, 426, 44, 458; 231 
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Vezelay, 446 
“ich, Catalonia, Cathedral, 413 
“ienna: Kunsthistanisches Museuun, 141, 155; E9Ă, 
102; Nationalbibliothek, 463; Csterreich- 
ische Bibliothek, 1, 226, 237; Scharzkammetr, 
301 
Vikings, 274, 459 
Vil'gort, Urals, bowl, 271 
Virgin, the, 34, 47, 49, 71, 51, 90; 13, 15 
Annuniiate, 6, 374, 463 
Elachernmitissa (Episkepsis; Platytera), 47, 
1794-80, 450; 194 
in a burning bush, 380 
Dust ot, 346; 234 
arid Child, 27, tra, 122. 124, 127, 372, 446, 440, 
470, 480, 486; 71, 75, 316, 321; Elcousa, 
124, 128, 480; 7I, Enthroned (Nikoprnos), 
140, 169, 331, 332, 372; 87, 244; Hodegetna, 
6, 114, 124, 137, [38 444, 358, 397, 468, 46g, 
486, 495; 72, 84, 85, 86, 262, 307, 331; with 
the Playing Child, 124; with Saint Joseph 
(Holy Fanuly), 427 
at the Cross, 69, 70, 151, 158, 163, 164, 169, 170, 
331, 334, 344, 49 
crowning an empetor, 201; I38 
Hagnosoritissa, 44, 45, 163, 166, 180, 332, 348, 
437, dal: II. IE2, TI3, 135, 226, 246 
Kskkotussa, LI3—L7, 128, 129, 372; 244 
Urans, 45-72, 73 BE LL, LG, LO, L7O L7Z+ 
170, 177, 175, 297, 204 307, 307, 331, 334, 
450; 12, 41, 121, 123, 130, 133, 204, 291 
Paraklesiș, 437 
Pelagonitissa, 11314 
placement of, in relation to other figures, 342 
scenes irom the lite ot, 66, 109, qi 
standing, 88, 305 
Thewskepaste, 113—1+, 114 
Thectoakas, 90, 244 
Viros, Kosmosoteira Church, frescoes, 94 
Yurtues (personified), 476, 477 
VISItati on, 1 493 
Yutus, Saint, 296 
Yladirnur, 28484 
hracelet, 318 
Iinutrievskui tathecdral, 284, 286, 41g. frescoes, 
721 
*/ladirrur-Suzdal” Russia, 285, 286 
Volodymyr, grand prince of Kiev, 19, 73, 282, 284, 280 
Yolodymyr Monomakh, grand prince at Kiev, 284 
VILLE ETA, 67, 74, L62 


vârive plaque, wnth Saint Hermolaos, 159-860, 379; 
106 

Vyssi Brod, Czech Republic, 212. 457; Monastery, 
reliquar? Cross, 246, 441, 442 


Wadi Natrun, Egypt, Church ot al-“Adhra” at Deir 
Sunani, reiict, 357, 368 

Waluj I, Calhph, 404 

vrall paunting, 131, 300, 448, 472, 480 

Warrior, 231, 232, 233. 2463 1540, 155, 156 

Warsaw, 148; Muzeum Narodowe, 370 

Washagton, D.i..: Dumbartan (aks, 44, 55, 67, 
99, 139, 145, 154, 1509, 168, 172, 174, 179, 15, 
190, 200, 202, 212, 222, 123, 247, 249, 263, 
305, 309, 342, 497; IL, SC, 100, 106, II7, 124, 
I36, 137, 139, 146, 171, 185; Freer Gallery, 380, 
381; National Gallery, 497, 457; 262, 296 

Vieingarten, missal, 443 

Western European art, influence of Byzantine art, 
435-459 

Piibald ot Sraveloi, abbor, 435, 462 

William I, of Sicily, 438, şez2 

Wulliam 11, ot Sicily, 438 

Winchester, 446; manuscripts, 445, 478; psalter, 72, 
TT4, 445, 446, 454, 47475, 479; 312; stole, 
443-44 

winged horse, 414; 271 

W'oltenbiuttel, Herzog August Bibhothek, 443, 
444, 482; 319 

Viomen at the Tomb, See Marys at the Tomb 

Works of Mercy, 393, 476, 477 


Xanten, Crermani, 73, 231, 236 
Yorvhannes (scribe), 363 


Zacheus, 482; 318 

f.acharias (father af John the Baprist), 6ş, 372 

Lagwe dynasty, 371 

al-Zahir Baybars, Sultan, 386, 390 

Zak'ariad family, 340 

Zangiu dynasty, 403 

Zeno, Ranieri, coinage, $02; 340 

Zigabencs, Euthymios, 3ă1 

Za, Empress (1. 1028-40), 210, 407; COINAgE, 
213-16; 147G 

zoological illustration, 236; 150 

Ziaroastrianuismm, 337 

Ibn Zubayr (author), 418 

Zremgorodsku, A. VY,, collection, ia, 313 
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